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PRIJJT-KEI^IN 


^iT^H^V 


PREFACE 

This  part  concludes  diatonic  harmony.  It  has  been 
necessary  to  discuss  some  chromatic  harmony,  but  only 
a  very  limited  amount — e.g.  that  involved  by  the  use  of 
dominant  fundamental  harmony  of  the  minor  key  in  the 
major  ke}^,  and  by  the  employment  of  transition  as  opposed 
to  gradual  modulation.  Part  III  will  deal  with  chromatic 
harmony  in  general. 

It  is  hoped  that  the  use  of  various  types  of  exercises  will 
give  the  student  the  power  to  use  the  resource  discussed 
in  some  practical  fashion,  and  also  give  the  mind  the 
training  that  the  figured  bass  denies.  The  Exercises  have 
been  made  simple  and  short,  as  the  students  for  whom  this 
book  is  intended  have  not  much  time  to  devote  to  the  subject. 
But  it  has  been  my  aim  to  enable  them  to  spend  what  little 
time  they  have  to  the  best  advantage. 

C.  H.  KITSON. 
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CHAPTER   I 


DIATONIC  CHORDS  OF  THE  SEVENTH 

I.  If  a  diatonic  seventh  from  the  root  be  added  to  the  dia- 
tonic triads  of  the  key  (except  V),  the  resultant  chords  are 
termed  diatonic  sevenths. 

Ex.  I. 


C  major. 


IV  7 


VI  7 


VII  7 


2.  In  employing  these  chords  : 

{a)  The   discord   of  the   seventh  must   be   'prepared'   by 
occurring  in  the  same  part  in  the  previous  chord ; 

{b)  The  discord  must  resolve  one  step  downwards  into  a 
chord  of  which  such  resolution  is  the  third. 

It  will  be  obvious  that  IV  7  and  VII  7  will  be  rarely  used,  as 
IV  will  resolve  into  VII  and  VII  into  III.     They  are  common 
in  the  course  of  a  sequence,  e.g.  a  passage  framed  on  at  least 
two  chords,  repeated  at  a  different  pitch  (see  x ). 
Ex.  2.  , 


ES: 


^^ 


:d=fl 


-4- 


==£ 


J 


EBzQzr:! 


r' 


^ 


:0:^ 


A 


m. 


r- 


PIP^ 


tc:^; 


r^ 


r 


■r 


r 


f  f 


8 


DIATONIC  CHORDS 


3.  If  the  third  in  one  chord  remains  to  be  the  seventh  in  the 
next,  a  chain  of  sevenths  may  be  produced. 

Ex.  3. 


{a)  The  doubling  of  the  leading  note,  as  the  result  of  the  repe- 
tition of  a  pattern  forming  a  sequence,  is  allowable. 
4.  First  inversions  need  no  extra  explanation. 
Ex.  4: 


$ 


P^^^ 


-^ 


=i: 


f 


_<:^- 


A 


r=p= 


IS 


-o— P- 


^^^^ 


asp 


6  6  6  6 

5  5  5  5 

5.  Second  inversions  are  rare,  because  of  the  difficulty  of 
satisfactory  approach.  Generally  some  other  harmony  is  prefer- 
able. 

Ex.  5. 


:?=: 


w 


^Et 


3 


The  beginner  is  recommended  to  leave  them  alone.  The  bass 
of  any  second  inversion  is  under  the  same  restrictions  as  the 
bass  of  an  ordinary  six-four  as  regards  the  manner  of  approach- 
ing and  quitting  it. 


OF   THE   SEVENTH 

6.  Third  inversions : 

Ex.  6. 

— I- 


=1: 


I 

A 


?^^ 


^3^^. 


—& O- 


-^- 


.cL     .ci. 


--^^ 


&c. 


J-  A 


msi 


4         6 
2 


7.  Inversions  resolving  into  other  chords  of  the  seventh 

Ex.  7. 


8.  n  7  gives  a  new  approach  to  the  Perfect,  False,  or  Imper- 
fect Cadence. 


Ex.  8. 


-A-^ 


J— r 


^: 


i 


izipi 


ii^^^ 


^^ 


-<s>- 

-0- 


^gj^^ 


:p=::: 


^ 


^ 


'      r 


9.  The  Minor  Key. 

Secondary  sevenths  involving  the  leading  note  are  practi- 
cally useless.  Those  involving  the  flattened  leading  note 
should  not  be  attempted  in  elementary  work.  II  7  and  VI  7  are 
the  only  diatonic  sevenths  that  will  be  considered  in  this  chapter. 


lO 


Ex.  9. 


i 


p 


-j^z 


iSzIg:: 


DIATONIC   CHORDS 


2^=:=?3'. 


2i 


3<^= 


"P5~ 


BSE 


j^— 


sL^^A 


=F 


lEgg^ 


-'g-   >n 


Ajl 


10.  As  the  cadential  six-four  is  a  decoration  of  the  five-three 
into  which  it  resolves,  II  7  can  proceed  to  this  before  finally 
resolving,  the  seventh  remaining  to  be  the  fourth  from  the  bass 
note  in  the  six-four.  II  7  of  the  minor  key  is  also  available  in 
the  major  key. 

Ex.  10. 


Ear-tests. 

Ex.  II. 


-^— J-n 

— I 

.1- 

1— r 

1 — i — 1 

1 

.--.U 

-J- 

— ^--, 

fe— ^  - 

—^ 

-d= 

=^ 

zzpn 

1 

— fS» 

— <s>— 

-Gh- 

i 
1 

-G>- 

1 
1 

\ — |S>— ^ 

^^1 

1 

^t — 

1 

1 

1 

— &> — ' 

r 
-J. 

■  r 

1 

4 

t-  -" 

-^ — 

1 — 

1 

— i 

-I 

'  1      ' 

i 

i 

' 
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II 


i 


=^. 


f=r=T 


m^. 


z^zdczz^ 


P=^T 


r    r 


:§--  ^^pT^r 


:?2: 


I         I       J 


-P= 


J: 


gj      Tl 


^3 


p  '  V  r 


re 


:P 


^=B 


J 


miCL 


fcfc 


:& 


«fa 


: 


ic^=c^: 


^ii=^=R- 


r=i= 


1  -r 


-?2= 


=e^: 


S^ 


!      I 


;j=^:q=si_^^ 


-<s> — Ph— <s>- 


M- — <9 — (S"— 


2^: 


:c3— : 


J- 


:^  J.   A  J. 


r 


^sp-^i 


fl— P— F^ — &-^-&- 


-o.  J- 


-IS- 


-t— 


J:9^=J^^^J=J 


.j::L.'r-i.r3. 


:?2: 


^ 


=F 


(«) 


(«) 


1     r'A^A       J.        J:        J:^'J— i       J 


:?tii: 


•F — « — _ « — a a- 


1 — I- 

(rt)   Ornamental  resolution. 

Exercises. 

(i)  Add  parts  for  A.  and  T.,  introducing  some  unessential 
notes : 

(«) 


^^^: 


--I       I        4~ 


~G> (5»- 


zzc^znoi: 


^ 


^ 


?-= 


(i  7 


6  6 

6 


r 


12 


DIATONIC   CHORDS 


W 


|_-l_J — 


=c^: 


:?2: 


i=4: 


r 


I 


«.  -. 


^EEi 


■^        rJ    I— rj 


^^ 


I  P     S.—^- 


i 


(rf) 


laa^E^^a^E^ 


s'  ^  d 


3 


a^e 


;?2: 


?2 — .e>— 


=p=; 


f= 


4         6-464  6 

2  2  2 


6       4         6         7 
2 


ie) 

J 

1 

^- 

1 

1 

-Jn 

\—&- 

rrtl 

1 — 1 

r-f 

— 1 

1^ 

^^'-^-T 

Nf— J 

,. 

. 

"-^     r-z-j 

-e»- 

ri±: 

IC± 

^i^^ 

(^•fr  1  ■■ 

H 

—e^- 

-P^- 

-SI 

-A* 

■  Q 

-/^ — <*5>- 

=@ 

-H 

-1 — 

^ 

-pd 

=P= 

1 — 

H — 

=t= 

l-e* — ' 

LJ 

6        7 


(/) 


Hs* — ^- 


^^ 


:^=^ 
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U) 


^a^EE^^^g^ 


-m—^ 


±=^ 


1=21 


^ 


(a) 


(2)  Add  parts  for  A.  T. : 


4|=!^ 


-&—& — r:i—r^ 


\ !- 


-G> — <Si-  -f^—6>- 


J-3-  -phr^  zA—A-  zz2z±iizi- 


lp^fe=: 


g 


'in — ■-= 


■p= 


p^M-r^p 


67777        77        7 


7       7 


(A) 


ii^-^EdEd^^^ES; 


:=l=t 


:ei=^ 


tcr 


:q^=^be2zz^2t 


1^- 


g 


::j2: 


ipz: 


±=1: 


^ 


:p: 


rsszd 


46        4646        4646        77 
2525252  2 


.-f^ 


ez3iE3ij^g^-E^g^i3^11 


I .. 


^tg 


pg^E^P=P^S^^^g 


6         « 
5 


6  6         5 

5  4         i 


r 


id) 

z-i 

=  ^- 

— 1 

F^ 

=3h 

H- 

— 1 

— 1~ 

— P 

■<^'i:^- 

-|Q- 

Tf 

~a~ 

_ 

_:d_ 

-d— 

-i4 

' 

^F- 

=t— ^ 

Eb= 

=t=t 

.^- 

-^- 

1 

iJJ 

6  7  7 


6         8    7 
5        8    - 


H 
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W 


i 


3^1 


^- 


SEfc 


-e» — P= 


pd=i^=t 


:?2: 


(3)  Harmonize  the  following  Cadences,  using  the  diatonic 
chord  of  the  seventh  on  the  supertonic  in  approaching  them  : 


^ 


ipzzp: 


1 


73     fj 


j h 


Perfect  Cadence. 


False  Cadence. 


Perfect  Cadence. 


:P2=^- 


:p=^ 


Half-close. 


Full  Close. 


(4)  Continue  the  following  sequences  for  a  few  bars,  and 
end  in  an  appropriate  manner : 


i 


r=^ 


:p= 


{«) 


r 


ri=::z3^ 


F=^=P 


^-     J-  J- 


(0 


^t 


r^-t 


(S> (S 


A 


-&- 


-B: 


(5)  Figure  the  following  basses  and  add  parts  for  S.  A.  T., 
introducing  secondary  sevenths  and  unessential  notes: 


if-a^ 


S 


* — lii 


£ 


^ 


tSi 


^ 


3d. 
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m-^— r 

T— ^ 

— <s»— 

^- 

1 

•+ 

' 

i         ^  1" 

r J  . 

((?):  'A—m- 

=-0 — 

izzl_ 

-H- 

^       r-> 

...   1 

^^=4-r= 

-h 

-^ 

1^ 

rM 

-  r^ 

(6)  Precede  and  follow  the  given  chords  by  other  chords  in 
the  keys  stated  : 

G  major. 


(a) 


(6) 


(0 


(rf) 


-Q- 


E  minor. 


:?2= 


(«)'    ,         (6) 


^ 


r 
J- 


-p- 


(7)  Harmonize  the  following  for   S.  A.  T.  B.,   introducing 
diatonic  chords  of  the  seventh  : 

(«) 


(«) 


IeS 


^ 


^ 


^^£E^ 


'»-3d — dH — i — r-i — t— .•-r-  ^- 


£ 


(fl)  Ornamental  resolution. 


i2i: 


±=t 


:sp 


(0 


i^^^^i^^^gp^^^^^pg^ 


ii 


:t5= 


i6 


DIATONIC   CHORDS 


(8)  Continue  the  following  sequences  for  a  few  bars,  and 
conclude : 


i 


k^ 


£ 


-• — («- 


i 


-0- 

-o— 


^ 


rvft L 

dx      a: 


-i^   r— 'l^^ 


Ei 


-* — (t- 


iiS: 


(0 


J3. 


{^) 


1 


^ 


u '  r   g 


P2- 


r—i-r— T 


@l^ 


CHAPTER  II 


PARTICULAR  USES  OF  SOME 
DIATONIC  SEVENTHS 

I.  II  7  in  the  first  inversion  can  be  used  as  if  the  sixth  from 
the  bass  were  added  to  IVa;  for  this  reason  it  is  called  the 
chord  of  the  added  sixth.     It  can  resolve  on  to  la. 


Ex.   12. 

C  major. 


A  minor. 


m 


J 


-    ^ (S>- 


^ f 


^EE 


-^ 


The   same   procedure   may  be  used  with   VI 7  in  the  first 
inversion. 

Ex.  13. 


3 


^#^ 


r  f 


E^E 


33; 


:p=p: 


In  the  minor  key  the  sixth  degree  of  the  scale  will  be 
sharpened. 

2.  Provided  that  a  discord  resolve  one  step  downwards,  there 
is  no  fixed  rule  as  to  what  chord  shall  form  the  resolution. 
Therefore  : 

(a)  IV  7  may  resolve  into  V,  or  V  decorated  by  the  six-four 
on  its  bass  note. 


i8 


PARTICULAR   USES   OF 


Ex.  14. 


^ 


T 


f- 


g^ 


I     I     I' 


I   J     I     I      i     I     I     I     J 

u lus — c5- 


ff==t=l: 


?^ 


=^- 


^ 


:fe? 


i ' 


ii 


i^^p: 


^fl 


I         ! 


2i: 


3± 


@i!— qir   I- 


I        Also  in  minor  key. 


In  the  first  inversion  the  seventh  should  be  sounded  above 
the  root,  else  the  effect  is  unpleasant.  Other  inversions  are  not 
recommended. 

[b]  VI  7  may  resolve  into  a  dominant  seventh. 

Ex.  15. 


i 


^ 


4-^i^-J. 


In  the  minor  key  the  sixth  degree  of  the  scale  is  sharpened. 


Ex.  16. 


i 


:?2: 


r 
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[c)  VII  7  may  resolve  into  a  dominant  seventh,  or  into  the 
tonic  chord. 


Ex.  17, 


i 


SS 


ZiZt 


zt 


^s 


-rf- 


3 


r 


feS: 


J- 


rt 


fH-S      L^-pEi^^^-^^r^^Eg 


r 


In  the  major  key,  when  resolving  into  the  tonic  chord,  this  is 
called  the  Chord  of  the  Leading  Seventh.  In  the  minor  key  it 
is  termed  the  Chord  of  the  Diminished  Seventh. 

In  the  inversions,  in  the  major  key  the  seventh  should  be 
sounded  above  the  root. 


Ex.  18. 


^z^d=z3=p^gU-^-4^^ 


W 


Dli 


T^ 


r  Y 


r 


SE 


ea=e: 


^^SE 


e 


i*i 


? 


:ri=:::| 


Kk- 


il=!Zt 


3 


it=3= 


S3 


:p: 


m 


ig: 


I  "".nr  "^  ^"  r  "^  r  ' 


1?? 


Tl 1- 


g^*a 


Si^^l^pi 


r 


r 


-•J-  u  J-  J-  -^-  ^  -4 


PARTICULAR   USES   OF 


No  two  parts  may  proceed  from  7  to  8. 

Ex.  ig. 


^^^^^ 


w:  P 


ss 


Observe  that  in  all  these  cases  a  correct  bass  will  move  by 
step  or  remain  stationary  in  quitting  the  chord  of  the  seventh. 

3.  In  all  these  particular  uses,  the  seventh  of  the  root  may  be 
taken  without  preparation. 


i 


Ex.  20. 


-ri- 


^P=nr 


^^: 


J. 


3^ 


:J=^ 


^E& 


-&'     -e»- 


^ 


J. 


^Z5z: 


:^B 


i 


-^ 


-e2: 


fe^ 


^ 


^==i 


r  r 


I  ' 

4.  The  diminished  seventh  of  the  minor  key  may  be  used  in 
the  tonic  major  key. 

Ex.  21. 


I 


■7^ ^- 


22: 


,-J-^J- 


^ 


It  is  in  this  case  a  chromatic  discord  :  that  is  to  say,  it  contains 
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a  sound  not  found  in  the  diatonic  scale  of  the  key.  Designate  the 
chord  thus:  Vllb;,  or  VII p7,  as  the  case  may  be. 

Ear-tests. 

All  the  examples  of  this  chapter,  except  those  illustrating 
faults,  may  be  employed  as  ear-tests. 

Exercises. 

Ex.  22. 

(i)  Harmonize  the  following  cadences,  using  the  chord  of 
the  added  sixth ; 


^^ 


U=p=feil^ 


# 


:^ 


(2)  Write  chords  to  precede  and  follow  the  given  chords  in 
as  many  ways  as  you  deem  appropriate  : 


T 


{b) 


J- 


(0 


id) 


g 


J- 


i.e) 


3: 


~.f2L 


(/) 


(S) 


(«) 


3: 


CO 


feE^ 


T 


-r 


=ii: 


:l^#p: 


e 


(3)  Add  parts  for  A.  and  T. 


r 


?^ 


^E^^ 


W^^M 


g 


5 


m 


22 
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^^^— ^— rj^ 


-O' 


m 


7         6 
5 


6         6         6 


^fe^ 


-c^ 


as 


i 


b7 


r^rr^ 


5^^ 


:P2= 


6         6 


H^ 


g^l^^Ss 


^^: 


»4       6 
3 


6  7 

4  J 


(4)  Harmonize  the  following  in  four  parts,  illustrating  the 
particular  uses  of  diatonic  sevenths  discussed : 


^^ 


-A. 


-^ — ^- 


s 


-g' — *-i^ 


:i==^ 


(6) 


■^-- 


m 


-»     »  d 


±jL 


P    I  o- 


n—Pl- 


-^— »-^- 
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id) 


$ 


^^^ 


^     m 


±=t=t: 


-i • — *3- 


i 


^^^ 


</) 


1,1 


p?^ 


^iS 


(5)  Figure  and  harmonize  the  following  basses ; 

m  °'  i^j  i^F^ "    J I  °  II 


23 


^ 


EE 


32: 


rj         jTT- 


CHAPTER   III 


CHANGING  NOTES,  ANTICIPATIONS,  AND 
CHROMATIC  PASSING  NOTES 

I.  Two  statements  of  the  same  harmony  note  may  be  sepa- 
rated by  the  use  of  the  unessential  notes  a  step  above  and  below 
such  harmony  in  either  order. 

Ex.  23. 


i 


w 


^g 


g 


But,  when  such  harmony  note  is  the  root  of  the  chord,  the 
lower  unessential  note  must  be  a  semitone  below  it,  unless  the 
next  harmony  note  be  a  third  below  the  original  one. 

Ex.  23  rt. 


:** 


JT 


Z?ZrL 


W 


HS)- 


A 


When  such  harmony  note  is  the  fifth  of  the  chord,  the  lower 
unessential  note  must  be  a  semitone  below  it,  unless  the  second 
displaces  the  third  as  the  fourth  displaces  the  fifth. 


CHANGING   NOTES 

Ex.  23  b. 


25 


2.  Two  harmony  notes  a  third  apart  (the  second  being  lower 
than  the  first)  may  be  separated  by  the  unessential  note  a  step 
below  the  first,  followed  by  that  a  step  below  the  second. 


{b) 


{c) 


n" 


(.d) 


i^Uli^ 


j^ 


ss 


I 


*z^ 


A 


jcL 


A       A 


EE 


T^ 


The  unessential  note  below  the  root  must  be  a  semitone  from 
it,  unless  it  falls  a  third  to  the  succeeding  harmony  note  (see  [c) 
and  [d)).  In  the  following  example  the  idiom  is  retained,  but 
the  third  quaver  is  the  harmony  note.  The  fourth  quaver  should 
rise  one  step,  according  to  ancient  convention. 

Ex.  25. 


^. 


A       A 


^ 


3.  Two  harmony  notes  a  third  apart  (the  second  being  higher 
than  the  first)  may  be  separated  by  the  unessential  note  a  step 
above  the  first,  followed  by  that  a  step  above  the  second. 


26 


CHANGING    NOTES,   ANTICIPATIONS 


Ex.  26. 


i 


3t^ 


r 


SH; 


? 


^i 


All  these  are  examples  of  changing  notes. 

4.  The  two  harmony  notes  connected  by  the  changing  notes 
may  be  factors  of  different  chords. 

Ex.  26  a. 


i 


i 


^ 


1   r   1 


^ 


4t 


:^2= 


-i      J- 


-J=A 


j- 


rT 


* 


:£ 


5.  When  two  harmony  notes  are  a  step  apart,   the  second 
being  lower  than  the  first,  the  unessential  note  next  above  the 
first  may  leap  down  a  third  to  the  second. 
Ex.  27.  X 


m 


tf~-\ — t- 


#  '     Q 


I  I  ' 


Ex.  28. 


g 


I— gq,   n 


^ 


® 


Jt ^ _t i. 
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6.  Somewhat  rarely  the  reverse  procedure  is  employed. 


Ex.  29. 


:A^ 


T  r 


^ 


-m ^ 


7.  These  idioms  must  not  be  confused  with  the  use  of  appog- 
giaturas. 

Ex.  30. 


w 


-a » F *• 


?SS 


8.  The  idiom  explained  in  paragraph  i  may  be  curtailed  by 
the  omission  of  the  initial  note. 

Ex.  31. 

^3: 


r- 


r 


r^ — f~- — 


^S^3±: 


-^ 


9,  When  two  harmony  notes  are  a  step  apart,  the  second  may 
be  anticipated  over  the  harmony  of  the  first.  The  note  em- 
ploying this  device  is  termed  an  anticipation.  It  is  generally 
used  in  the  top  part,  or  in  the  top  part  combined  with  another. 
Do  not  strike  other  harmony  notes  with  the  anticipation. 
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Ex.  32, 


P 


-M— >- 


i^xii^: 


E^sd^^^isfeHEEiS^g^ 


:?C3E 


=F 


:d: 


1— ps: 


:p= 


^ 


a 


bad 


^1 


L-n.A_^ 


r^  q 


^ 


10.  Passing  and  auxiliary  notes  used  between  statements  of 
the  same  chord  may  be  anticipated. 

Ex.  33. 


32; 


II.  Chromatic  passing  notes  may  be  employed.  Care  must 
be  taken  that  the  chromatic  semitone  below  the  major  third  of 
the  chord  (used  either  as  a  passing  note,  appoggiatura,  or 
auxiliary  note)  has  not  the  effect  of  being  the  minor  third. 


Ex.  34. 


^ 


=1^ 

bad 


r 


I  good  I 


7 
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It  is  generally  agreed  that,  in  order  to  ensure  uniformity  of 
style,  once  a  chromatic  passing  note  is  introduced,  the  part  must 
proceed  in  semitones  till  a  harmony  note  is  reached. 
Ex.  35.  --7-- 


m 


w 


good 


W 


2± 


J. 


12.  It  is  not  good  to  alter  a  passing  note  chromatically  to 
become  a  harmony  note. 

Ex.  36. 


In  the  above  example  F  cannot  be  regarded  as  being  E  sharp. 
We  cannot  chromatically  raise  the  major  third  of  a  chord. 
Ex.  37. 


i 


* 


W=f 


good 


rdt — e?- 


'4-- 


:t= 


f 

13.  The  collision  of  the  major  and  minor  thirds  over  dominant 
harmony  in  the  minor  key  is  allowed,  thus : 
Ex.  38. 


5 


r 
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Take  care  in  such  a  case  that  the  minor  third  is  of  quite  short 
duration. 

14.  Ear-tests   may   be   selected    from   the   examples   in   this 
chapter. 

Exercises. 

(i)  Re-write  the  soprano  parts  in  the  following,  introducing 
the  unessential  resource  indicated  : 


Ex.  39. 

Changing  notes. 


i 


tet 


Changing  notes. 


Anticipation. 

1 


:^: 


^ 


1=2:- 


m^- 


A 


-(«—•- 


^ 


=r 


Changing  notes. 


Changing  notes. 


Chromatic  passing  notes 
(unaccented). 


^=^^ 


i=fl 


=P=^ 


Jl^ 


_c^- 


«^ 


J^J 


^ 


f^ 


Chromatic  appoggiaturas  and  auxiliary  notes. 


^dJ 


I       1       I 


^ 


M 


(2)  Harmonize  the  following  fragments  in  four  parts 


!|i=t 


izziii 


2:^: 
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I  I      I      I 


f*~y~^ 


:t=it 


s 


^^^^^ 


3czil: 


lat 


JiJ=JJ^-Fi 


mi 


;^^^^^^^^Si 


feJEgS^^g^^g^g^^^ 


(3)  Add  inner  parts  to  the  following 


-J^fc=J=dE=E^ 


:K 


IE 


^ 


7—^ 


1 


g=jg:^=j^=j=pt^^^^ 


g 


32  CHANGING   NOTES,  ANTICIPATIONS 


m 


^ n 


m=m-- 


:tz= 


-^ ai- 


:*=*] 


^ 


^^^^ 


i^^^ 


s 


i^^t: 


(4)  Add  S.  A.  T.  in  accordance  with  the  figures 


:p: 


£ 


8-7-  3243  8-7-  565 

3423  5    S4     65  343 

3    


^P=!- 


3d: 


10    9    7 


7     9     8  8     Jf7     6    5 


£^^^^ 


3-28-7        6                  43           6                  5-4 
66    it    


AND   CHROMATIC    PASSING    NOTES 
(5)  Harmonize  the  following  for  S.  A,  T.  B. : 
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Q: 


^£ 


-*— 


:-§: 


m  '  ~P — ^^•H — 1 1 1 — 1^ — 1 — -I 4^*S^- 


CHAPTER   IV 

ELEMENTARY  MODULATION,     (a) 


I.  Modulation  is  'the  process  of  passing  out  of  one  key  into 
another'  (Grove). 

A  new  key  is  established  when  the  dominant  of  this  key  is 
followed  by  its  tonic,  provided  that  either  contains  a  note  foreign 
to  the  key  quitted. 

The  following  is  not  a  modulation  from  C  major  to  F  major, 
because  all  the  chords  are  diatonic  in  C  major : 
Ex.  40. 


^P^^ 


^=-fl 


S 


^ 


1=21 


2.  The  process  of  modulation  is  carried  out  by  approaching  a 
chord  as  belonging  to  the  first  key  and  quitting  it  as  belonging 
to  the  new  key,  and  then  adding  the  Perfect  Cadence.  A  modu- 
lation from  C  major  to  F  major  would  be  produced  [a)  by  adding 
the  minor  seventh  to  the  dominant  of  F,  or  {b)  by  preceding  this 
dominant  chord  by  a  chord  belonging  to  F  major  but  not  to 
C  major. 


II  C  major. 
VI  F  major. 


ELEMENTARY   MODULATION 


35 


3.  Although  a  key  is  only  actually  confirmed  by  dominant  to 
tonic,  yet  it  must  be  conceded  that  this  direct  confirmation  is  not 
always  necessary  or  desirable.  A  False  Close  does  not  take 
away  the  effect  of  a  new  key,  it  merely  avoids  finality  in  it.  The 
same  may  be  said  of  the  Half-close. 


Ex.  42. 


P 


(») 


m 


J. 


I^=J: 


J- 


,C^- 


:?2: 


fe 


^ 


-P^ 


^m 


These  procedures  will  give  variety  in  cadences. 
4.  Generally  speaking,  the  process  of  modulation  is  satisfactory 
if  completed  in  at  least  four  chords : 

(a)  The  tonic  chord  of  the  first  key. 

(b)  The  pivot  chord  with  the  dual  relation,  being  neither  the 
tonic  of  the  first  key  nor  the  tonic  or  the  dominant  of  the  second 
key. 

(c)  The  dominant  of  the  new  key. 
{d}  The  tonic  of  the  new  key. 

Ex.  43. 


J 


gp^ 


r 


:e 


r 


VI  C  major. 
II  G  major. 


5.  This  chapter  will  be  concerned  with  modulation  to  nearly 
related  keys,  e.g.  tonic,  dominant,  and  subdominant  with  their 
relatives  : 


c  2 
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C  major.     Related  keys. 
A  minor.     Related  keys. 


A  minor. 


C  major. 


E  minor. 
G  major. 
E  minor. 
G  major. 


D  minor. 
F  major. 

D  minor 
F  major. 


6.  It  is  not  always* possible  with  the  present  resource  to  avoid 
the  tonic  of  either  key  as  the  pivot  chord  : 

(a)  Modulation  from  C  major  to  D  minor. 

D  minor  is  the  only  diatonic  chord  with  a  dual  relation. 
{h)  A  minor  to  E  minor. 

A  minor  must  be  the  pivot  chord. 

(c)  A  minor  to  G  major. 

A  minor  must  be  the  pivot  chord. 

[d)  A  minor  to  D  minor, 

D  minor  must  be  the  pivot  chord. 
Thus  the  process  of  modulation  can  be  carried  out  in  three 
chords,  or  in  more  than  four. 


Ex.  44. 

C  major  to  G  major. 


I     C  major. 
IV  G  major. 


\  VI  C  major. 
(  II   G  major. 


C  major  to  A  minor. 


i 


-<-t- 


=l=q 


C  major  to  E  minor. 

I 


C  major  to  F  major. 
I  I 


3 


Il=ci 


:«d: 


jOL 


^^ 


zpzlrp 


<s>-hP=? 


T 


-M 


1^ 


IPL. 


S 


dzt 


T^i- 


e 


II  C  major. 
IV  A  minor. 


i|  VI  C  major. 
/  IV  E  minor. 


II    C  major. 
VI  F  major. 
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C  major  to  D  minor. 


y 1— r 

- — »-i — \— 


ZCtL 


T 


^E3 


22; 


p-  .et-  -&- 


ic^: 


P 


e 


:tp2i 


:-a^ 


^-P-: 


Ig-^-fl 


FT 


.ci. 


=P: 


si^l^^g^^ 


fSi — (S>- 


n    C  major. 
VI  F  major. 


116  C  major. 
lb    D  minor. 


A  minor  to  C  major.  A  minor  to  E  minor. 

J ^— r— ^-^- 


^  lib  C  major. 
(  lb    D  minor. 

A  minor  to  G  major. 


3^- 


^ 


AAA 


J- 


1^2: 


Ui?2: 


g*-      r^ 


1=21 


\vb  A  minor. 
116    C  major. 


A  minor  to  D  minor. 


1     A  minor. 
IV  E  minor. 


I  A  minor. 

II  G  major. 


-S"- 


rzpzzTf^: 


A  minor  to  F  major. 

i35 


:^= 


.g: 


g^ 


I       f^  FP — \ —  I 


&- 


A 


-^ 


ivb  A  minor. 
lb     D  minor. 


. 

\  IV  A  minor. 

(  VI   F  major. 


7.  In  modulating  from  a  minor  key  to  its  subdominant  minor 
(A  minor  to  D  minor)  it  is  better  to  introduce  at  least  one  chord 
belonging  to  the  new  key  after  the  pivot  chord,  to  avoid  the  un- 
pleasant juxtaposition  of  the  major  and  minor  forms  of  the  same 
chord  (A  minor  and  A  major). 

Be  careful  to  avoid  such  an  ugly  part  as : 

Ex.  45. 


Put  C  natural  and  C  sharp  in  difierent  parts. 
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8.  A  modulation  is  usually  confirmed  at  a  cadence. 

In  harmonizing  a  melody,  note  that  the  melody  may  either 
express  the  modulation  by  having  the  necessary  accidental,  or 
imply  it  by  its  formation. 

Ex.  46. 


Mod.  expressed. 


Mod.  to  G  major  implied 
^ e 


:a 


^s> '-'— 


^ 


:F 


9.  Sometimes  the  actual  modulation  is  made  in  the  course  of 
a  phrase  and  then  confirmed  with  a  Full  Close  at  the  end.  In 
such  a  case  avoid  the  new  tonic  in  root  position  in  the  middle  of 
the  phrase  on  the  strong  accent. 


Ex.  47. 

(«) 


-^ 


J-  A  J.  A. 


I 


^ 


1^ 


{b 


fe^^^^ 


22=C± 


J- 


-rrf 


m 


-JUtL 


^^H-TT= 


In  (a),  I  occurs  in  the  root  position  on  the  weak  accent. 
In  [b\  I  occurs  in  the  first  inversion  on  the  strong  accent. 
In  {h\  V  could  have  been  followed  by  VI  instead  of  \b. 

10.  If  two  modulations  occur  in  a  phrase,  one  during  its 
course,  and  the  other  at  the  end,  the  former  should  have  its  I  in 
the  first  inversion,  or  use  V  to  VI. 
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Ex.  48. 


P 


S 


39 


W- 


T^ 


i=J 


^e 


r 


:?=: 


^ 


izi: 


r 


J-    J- 


® 


J: 


_<^_ 


J: 


lg: 


r 


r 


r 


II.  When  there  is  no  chord  common  to  the  two  keys,  the 
modulation  is  termed  abrupt ;  the  procedure  is  also  called 
a  transition.  In  this  case  the  connecting  link  is  a  note  in  com- 
mon. This  procedure  is  useful  in  the  middle  of  phrases,  except 
the  first,  or  in  sub-phrases.  It  should  not  be  used  at  the  end  of 
normal  phrases. 

Ex.  49. 

C  major  to  A  minor.      C  major  to  D  minor. 


(c) 


p=^;ptgtS=S=±g_dipi:^±P_a,Hzfg:tc£tgJ 


U ^--^'  J.-J-i.-g  -A-A:^ 


^^^fe^^^^^a^ 


I 1- 


J-J 


-Q_ 
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r- 


T 


-f^- 


JIZL 


[d]  and  {h)  are  examples  of  transitions. 

(c)  gives  two  phrases,  in  the  second  there  is  a  transition  fol- 
lowed by  a  modulation. 

[d)  is  an  example  of  the  bad  use  of  transition. 

12.  Transitions  provide  opportunities  for  the  use  of  sequence, 
the  progression  V  to  I  being  used  in  two  or  more  keys. 

When  the  qualities  of  the  intervals  forming  the  chords  in  each 
statement  are  the  same,  the  sequence  is  real.  This  can  occur 
when  the  two  keys  are  both  major  or  minor. 


major. 


But  when  one  key  is  major  and  another  minor,  or  vice  versa, 
the  qualities  of  the  intervals  forming  the  chords  cannot  be 
exactly  reproduced.     The  sequence  is  then  free. 

Diatonic  sequences  must  be  free. 

Modulating  sequences  are  either  strict  (real)  or  free. 

Ex.  51. 

C  minor.      Bb  major. 


B£|=g=tf^ 


.^__, 
^ 


1^ 
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13.  A  section  of  melody  such  as  follows  often  causes  students 

trouble : 

Ex.  52. 
End  of  phrase. 


^ 


>9~^ 


zfe=q— ^- 


i 


&c. 


(i) 


[a)  is  obviously  a  modulation  to  G  major.  At  {b),  the  only 
satisfactory  treatment  of  B  flat  is  to  regard  it  as  the  seventh  of 
the  root  C.  Thus,  if  the  major  third  of  a  chord  be  immediately 
chromatically  flattened,  treat  the  flattened  note  as  a  discord. 

E.x.  53. 


m 


s 


I    I 


^i 


s:fclibJ:^l=J 


-i    J- 


&C. 


--^ 


g 


14.  When  the  major  or  minor  third  of  a  chord  is  chromatically 
altered  to  become  the  minor  or  major  third  of  the  same  chord, 
or  the  root  or  fifth  of  another  chord  (following  it  in  consecutive 
order),  such  altered  note  must  be  kept  in  the  same  part,  other- 
wise the  unpleasant  effect  termed  False  Relation  is  produced. 


Ex.  54. 


Bearing  in  mind  the  facts  that  {a)  false  relation  is  caused 
by  placing  in  unpleasant  juxtaposition  chords  that  produce 
confusion  of  tonality,  {h)  the  addition  of  the  minor  seventh  to 
a  major  common  chord  does  not  alter  its  derivation,  it  will  be 
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obvious  that  the  question  of  false  relation  does  not  enter  into 
such  a  case  as  the  following  : 
Ex.  55. 


There  is  no  false  relation  between  the  chords  of  G  and  C. 
15.  False  relation  is  said  to  occur  with  a  chord  intervening  as 
in  the  following  case  : 

Ex.  56. 


I* 


=^2: 


But  the  false  relation  is  considered  unobjectionable — 
{a)  in  the  Tierce  de  Picardie ; 

(b)  in  using   the   minor   seventh   of  the  minor  scale  as  a 
harmony  note. 

Ex.  57. 


(«) 


=c:ii=S=: 


-<s>-i ^-J-, 


^ 


:*d: 


:p2z=g: 


A. 


g 


16.  Ex.  44  should  be  used  for  ear-tests. 

17.  The  exercises  in  this  chapter  will  be  concerned  only  with 
the  processes  of  modulation  and  transition.  Their  application 
in  framing  sentences  will  be  considered  in  the  next  chapter. 
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Exercises. 

(i)  Imitating  the  procedures  in  Ex,  44,  modulate  in  a  few 
chords  from : — (a)  F  major  to  C  major,  (b)  G  major  to  E  minor, 
(c)  D  major  to  F  sharp  minor,  (d)  D  major  to  G  major,  {e)  G  major 
to  A  minor,  (/)  E  minor  to  G  major,  {g)  E  minor  to  B  minor, 
(h)  B  minor  to  A  major,  (/)  B  minor  to  E  minor,  {J)  E  minor  to 
C  major. 

(2)  Write  transitions  from  (a)  D  major  to  E  minor,  (b)  F  major 
to  D  minor. 

(3)  Harmonize  the  following,  introducing  the  modulations 
expressed  or  implied  (the  sections  end  with  Full  Closes  in  the 
new  key ;  all  begin  in  B  flat  major) : 

(a)  {b) 


m 


fe^^EE^^^r^^E^ 


izcz: 


::^t 


:p: 


-^-^ 


i^ 


W 


{d) 


i 


g^^rfF-p: 


s 


^ 


i«) 


{/^ 


i^- 


e^N^^ 


zq: 


SEE^E^^E^P 


(g) 


(I) 


i^ 


e; 


B 


1^2: 


(A) 

3= 


zi: 


zi: 


3 


(') 


I 


?^ 


tEEg^ 


(i)  Two  ways,  modulate  to  F  major  and  to  D  minor. 

(4)  Harmonize  the  following,  introducing  the  modulations 
expressed  or  implied  (the  sections  end  with  Full  Closes  in  the 
new  key ;  all  begin  in  F  minor) : 


(«) 


m 


'^^^ 
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(*) 


^^ 


n—-^—^~ 


:p= 


-i '^ 


(0 


ft:^ ^__4 


S 


:c^=^ 


g 


22: 


(^) 


:t=F 


i=ci. 


:?2: 


(^) 


^^^E^ 


g 


(5)  Add  parts  for  S.  A.  T.     Modulations  are  anticipated  in 
the  course  of  the  phrases,  and  confirmed  at  the  end  : 


(a) 

fj> 

._ 

1 

,_ 

— 'n 

^-A- 

-^- 

—G>— 

— 1 — 

— \ 

j-^ 

(A) 


^=\=-^=f^ 


-<n — '^ 


22zzrp: 


-I h 


3 


w 


m 


-ri e^ 


(^) 


=z==p2: 


:t 


:2±=: 


(6)  Harmonize  the  following,  introducing  both  transition  and 
modulation  in  the  same  section  : 


S^ 


dzz^=^ 


rj>     n 


(6) 

5-^^ <Si — fe<s>- 


gufa 


-S' rj— I— <5> 
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(7)     Harmonize     the     following    sections     as     modulating 
sequences : 


m 


w 


-^ — ^-*- 


^ G>- 


±z=z:tz 


G  minor. 


F  major. 


(*) 


'F==P=h^ 


B& 


major. 


G  minor. 


(8)  Harmonize  the  following  sections  of  bass 
{a)  Diatonic  sequence  : 


^ 


-«9 ^ 


:p= 


-e^ 


(Z>)  Modulating  sequence  (free) 


fcSal^ia^ 


l=t=3: 


'-^^ 


t==^ 


{c)  Modulating  sequence  (strict): 


-JC21 


(d)  Modulating  sequence  (free): 


!fEEE; 


'^- 


-&—ri- 


CHAPTER  V 

ELEMENTARY    MODULATION,     {b) 

1.  This  chapter  deals  with  the  apphcation  of  modulation  in 
forming  sentences  or  periods,  or  in  harmonizing  melodies  or 
basses  producing  them. 

A  sentence  in  music  consists  of  two  phrases,  each  normally 
four  bars  long.  This,  however,  is  too  short  for  any  extended 
scheme  of  modulation. 

If  another  sentence  be  added,  sixteen  bars  in  all,  a  cycle  of 
modulations  will  be  satisfactory  in  effect. 

2.  This  period  of  sixteen  bars  is  generally  considered  as  divi- 
sible into  two  equal  parts  (Binary  form).  In  deciding  upon  a 
scheme  of  modulation  for  the  whole,  the  following  points  must  be 
carefully  borne  in  mind  : 

(a)  The  tonic  key  should  be  thoroughly  established  before 
modulation  takes  place.  Therefore  it  is  advisable  not  to  modu- 
late in  the  first  phrase  at  all  :  a  Full  Close  in  the  tonic  at  the 
end  of  the  first  phrase  is  quite  possible. 

(6)  The  second  phrase  should  end  with  a  Full  Close  in  some 
key  not  on  the  flat  side  of  the  tonic.  This  modulation  must  be 
gradual,  and  it  may  be  preceded  by  some  other  transition  or 
modulation  with  its  tonic  in  the  first  inversion,  or  any  other 
appropriate  means  of  avoiding  finality. 

[c]  More  frequent  modulation  may  occur  in  the  second 
half.  Often  the  third  phrase  splits  up  into  two  smaller  sections 
utilizing  sequence.  This  is  the  place  for  modulation  on  to  the 
flat  side.  Avoid  new  tonics  in  root  position  on  the  strong 
accents. 

(d)  The  fourth  phrase  may  have  modulation  at  its  outset, 
but  time  must  be  given  to  re-establish  the  tonic  by  gradual 
modulation. 
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Thus  the  following  is  a  good  scheme  : 
Bars  1-4,  C  major. 

„     5-8,  through  A  minor  to  G  major. 

„     9-12,  F  major,  D  minor. 

„   13-16,  back  to  C. 
Ex.  58. 


Al 


S 


^^^ 


■J-   J- 


qK=ii=m:L 


^ 


:^ 


^^=r^ 

(6) 

F^ 



J 

(0 

-, 

tr 
«> 

ff^ 

-J- 

m — 

0 — 1 

1 

-4- 

4^ 

1 

-* — 
1 

=1^ 

— •— 

1 

i 

-  m 

— 0 — 

_f^ — 
t — 

^ 

1 

— 1 — 

~^^"~ 

-i — 

-F- 

M 

_3__1 — J. 


:P 


J=^. 


fei^: 


^ 


I 


r^ 


:fU 


J. 


^ 


3.  In  the  above  example  all  the  modulations  are  confirmed  by 
the  use  of  V  to  I.     This  could  be  avoided  sometimes,  but  not 
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always.  At  (a)  a  Half-close  could  have  been  used,  but  the  domi- 
nant would  have  to  be  followed  by  the  tonic,  for  the  use  of  V  to 
VI  would  demand  the  chord  of  F  major,  which  would  make  the 
modulation  to  G  major  abrupt. 


] 

=:x.  59 

^■-- 

-^ 

—4- 

1 

=1=P=!T— J 

1 
-1 

i 

■J-J 

poor 

_  ! 
— S— 

1 
-•- 

-f^ — 

[= 

-i — 

+= 

-i L^ — U 

There  could  have  been  either  a  False  Close  or  Half-close  at 
(b).  A  False  Close  at  (c)  would  be  poor,  as  the  chord  of  B  flat 
puts  the  mind  off  C  major,  which  has  to  be  re-established. 

4.  A  diatonic  passing  note  in  the  new  key  which  is  foreign  to 
the  key  quitted,  cannot  be  introduced  until  the  new  key  has  been 
established,  in  which  case  it  will  usually  have  been  heard  as  an 
essential  note. 


m 


il=^ 


good 


r 


rSr 


2EgE 
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5.  The  following  points  must  be  carefully  borne  in  mind  in 
harmonizing  melodies  or  unfigured  basses  : 

(a)  If  a  given  part  commences  with  chromaticisms,  every 
effort  must  be  made  to  avoid  modulation  : 


Ex.  6t. 


feEl^ 


¥ 


^^-*- 


^=^ 


t 


(b)  On  the  other  hand,  the  end  of  the  second  phrase  may 
have  no  chromaticism  and  yet  demand  modulation. 


Ex.  62. 


-^  J  J    1-^ 


-\— 


m 


1 1 — 


A1_IJ_ 


:=f=t: 


Zf2 


(c)  If  a  melody  begin  with  a  phrase  or  section  repeated, 
harmonize  it  first  without  modulation,  and  then  with  it. 


Ex.  63. 


i- 1-: 


i=p: 


-| h- 


{(i)  If  a  melody  seems  to  allure  one  into  a  Full  Close  in  the 
tonic  in  the  middle  of  the  problem,  modulation  or  transition  is 
generally  possible. 


5° 
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Ex.  64. 
Key  C  major. 


^i-J — m- 


._.4 


Pi 


(*)' 


^J. 


-^  •  ^ 


End  of  phrase.  &c. 


&c. 


.d.. 


4.    ^      i.^^J        I 


fe^ 


Jld.: 


^ 


6.  Exercises. 

(i)  Harmonize  the  following  with  appropriate  modulations 
(S.A.T.  B.): 

None  of  the  chromaticisms  need  imply  modulation. 

(«)  


i^: 


W 


^pt 


5^^ 


i 


p^=^=q 


^t:il=p: 


^a 


^^^^^^^ 


Chromatic  notes  imply  modulation. 


^^ 


^^^^ 


3^^ 


i 


-t^=p= 


S: 


^i^p 


=5: 


2^^ 
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(0 


^eI^ 


~>v  /^ 


--m lir- 


:S=pc 


3^ 


i 


(2)  Add  parts  for  S.  A.  T.,  introducing  suitable  modulations  : 


(«) 

— <9-. 

/(*)"itk  'i      1        1 

— ^ m — 

=1 — 1 — 1  - 

1^ 

1~~| 

^h  t  A   ^ 

tg=,^ 

— 0— 

^=i- 

— G> 

in 

-^ 

. 

®*i^^=^" 

— i 1 

•     * 

V- 

— * 

-p-= 

A   - 

— * 

--it 

— ^ — 

-^  ^^ 


i£3 


P=-« ^ 


i:^=:3: 


(*) 

^                                                                           ^\ 

=^^b^ 

— 1^- 

1 -1 

1       - 

-^ — 

r-^ 

=r=F= 

t=i= 

-<Si» 

■^^^ 

=t=^ 

I'J^ 

-X- 

4-^ 

1 

ff 

1 — 

^^^ 


3ti:« 


(0 


iltjjg 


— O-r- 


^ 


fe 


*p: 


^^^^ 


:lit 


^3 


-J?:z=^: 


-J 1— 


-^ 


D  2 


fxjLirAnti-A  n.'M  1  rnr  nr-  rni  i/^iiTfOIll 
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(3)  Following  the  plan  of  formation  in  the  preceding  exer- 


cises, 


(a)  Start  as  follows : 


and  proceed  thus  :  bars  5-8,  through  B  minor  to  F  sharp  minor; 
9-10,  E  minor;  11-12,  G  major;  13-16,  back  to  D  major. 

{b)  Start  as  follows  : 


:^i 


Ei 


e^S^e 


M^ 


:)N^ 


ij- 


:?=:: 


and  proceed  thus  :  bars  5-8,  through  C  major  to  E  minor  ;  9-10, 
F  major;  11-12,  B  flat  major;   13-16,  back  to  A  minor. 


CHAPTER  VI 

SUSPENSIONS 

I,  When  a  part  that  normally  proceeds  by  one  step  down- 
wards from  an  essential  note  in  one  chord  to  an  essential  note 
in  another,  retards  its  movement  until  the  other  factors  of  the 
second  chord  have  been  struck,  the  retarded  note  at  this  point 
is  called  a  Suspension.  Its  occurrence  in  the  same  part  in  the 
previous  chord  is  termed  its  preparation,  and  its  final  descent 
into  the  harmony  of  the  second  chord  is  termed  its  resolution. 


9    8 


2.   In  the  example  {a)  and  in  the  further  examples  at  the  same 
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places,  (i)  is  the  preparation  of  the  suspended  discord,  (2)  is  the 
suspension  itself,  (3)  is  its  resolution. 

3.  In  the  examples  (a),  [b),  and  {c)  the  root  of  the  chord  is 
suspended,  and  the  root  position  and  two  inversions  are  given. 
9  8  implies  5-  ;  7  6  implies  3 2. 

4.  In  the  examples  {d),  {e),  (/)  the  third  of  the  chord  is  sus- 
pended.    4  3  implies  5  L 

5.  In  {g),  [h),  and  {t)  the  fifth  of  the  chord  is  suspended.  6  5 
implies  3  °. 

6.  The  discord  should  not  be  sounded  against  its  resolution, 
except  the  resolution  be  in  the  bass  only,  as  at  [a],  (e),  and  (t). 

Exceptionally  the  discord  may  be  sounded  against  its  reso- 
lution in  an  upper  part  by  contrary  and  conjunct  movement,  but 
only  as  a  last  resource.  Such  a  procedure  is  excessively  harsh 
if  the  suspension  resolve  into  the  third  of  the  chord. 


Ex.  66. 

«)  1 . 


(*) 


-G>- 


Zi3z 


— C5i — (-(5> 


^ 


-3Zt. 


(c) 


-Gh- 


niz^^si 


:?2iicr 


tolerable 
I 


bad 


mz 


-/&- 


In  the  above  examples  (c)  is  better  than  {a),  as  the  scalic 
movement  of  the  tenor  in  short  notes  justifies  the  exceptional 
treatment. 

7.  The  discord  must  be  more  strongly  accented  than  its 
resolution. 


SUSPENSIONS 
8.  Suspensions  do  not  remove  consecutives. 
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Fifths  between  upper  parts,  as  in  example  {b),  are  not  bad  in 
effect,  but  the  beginner  is  advised  to  use  them  sparingly. 

9.  Suspensions  in  the  bass.  When  these  are  used,  no 
upper  part  should  sound  the  resolution  against  the  discord. 


Ex.  69. 

(«) 
3EF 


(6) 


:p= 


u 


(0 


(rf) 


ij=^ 


32: 


bad 


good 


:jz^z 


(0 


.^:^. 


good 


J-- 


poor 


:pc 


mz 


-^ 


:?=: 


(fl?)  is  poor,  because  (i)  is  not  in  effect  a  suspension  at  all, 
but  the  chord  of  A  minor.  I-  s"d  I-  ^^^  ^^^  only  satisfactory 
suspensions  in  the  bass,  and  the  former  is  much  the  better  of 
the  two. 

10.  The  suspended  discord  may  resolve  on  to  another  chord, 
or  another  position  of  the  same  chord. 


Ex.  70. 


fe 


-j-p-j- 


^EE^E5^=E 


had 

zeJ:q=Qz,-_u_J_U-g^___pg 


izzd-.irzci: 


b.id 


qzp^E 


?^?^ 


ii^^ 
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II.  Sometimes  upward  resolving  suspensions  are  used.    Only 
the  following  are  recommended  for  elementary  work : 


Ex.  71. 


(6) 


^=^ 


(0 


4-^ 


— Gt-\-&- 


s 


(rf) 


ZiTiei 


t22I 


l=:S- 


&c. 


::=t=: 


^ 


:^ 


78  23  5656  jfo6 

(i)  Only  use  when  the  seventh  is  major.  The  first  inversion  may  be  used, 
as  at  id). 

[b]  should  be  used  rarely.  Upward  resolving  suspensions  will 
be  avoided  in  the  bass  for  the  present,  (c)  may  be  regarded  as 
two  concords,  (d),  however,  is  really  the  first  inversion  of  7  8  in 
the  minor  key. 

12.  Suspensions  may  resolve  ornamentally, 

{a)  by  leaping  to,  or  taking  by  step,  another  factor  of  the 
chord  of  resolution ; 

(b)  by  taking  the  auxiliary  note  a  step  below  the  resolution ; 

(c)  by  filling  in  leaps  of  thirds  in  these,  with  a  note  pro- 
ducing conjunct  movement. 


i 


Ex.  72. 


(«) 


i^;:^ 


i 


i^i 


f= 


i^i; 


I 


ZZ21 


zzM-L 


;rz2: 
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13.  Double  suspensions  may  be   used,  moving  in   thirds  or 
sixths : 

Ex.  73. 

— Kr5-| — f— R^h — 1-=^ 


Triple  suspensions  move  in  six-threes 
Ex.  74. 


tfT 

^ 

-I    1 

— 1 — 

-^ — J 

14.  Sometimes  a  complete  chord  is  suspended.     But  for  the 
satisfactory   employment  of  this  no    notes  should  leap  to    the 
factors  of  the  chord  of  resolution. 
Ex.  75. 


15.  The  combination   55  is  very  useful  and   satisfactory  in 
effect,  whether  the  5  be  prepared  or  not. 

Ex.  76. 


m 


A  J_J_ 


ss— on: 
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i6.  In  using  7  f,  do  not  sound  3  against  them,  as  9  and  7 
strongly  indicate  a  separate  chord. 
Ex.  77. 


so 


i 


-s>- 


Ea: 


— <s>- 


32: 


^-F"^       rjl 


poor 


■_^        g3_-^-      --^_^-d_jgl-^ 


JZ± 


good 


231 


In  the  first  inversion  this  is  not  so.     (See  Ex.  76.) 

17.  In  using  dominant  harmony,  the  seventh  may  be  used  in 
conjunction  with  suspensions.     Memorize  the  following  : 

Ex.  78. 
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These  combinations  are  catalogued  by  some  theorists  as  being 
separate  chords  (dominant  ninth,  eleventh,  and  thirteenth). 
Used  in  the  above  way,  it  is  much  simpler  to  regard  the  sounds 
in  question  as  suspensions.  Unprepared,  they  are  appoggiaturas. 
In  using  6  5  with  7,  sound  6  5  above  7. 

18.  Ties  may  be  omitted  at  discretion. 

19.  In  harmonizing  a  given  part,  bear  in  mind  that  the 
normal  harmony  moves  uniformly.  Therefore  the  more  irre- 
gular the  rhythm  of  a  given  part,  the  more  necessary  it  is  to 
find  a  means  of  maintaining  regularity  in  harmonic  rhythm. 


Ex.  79. 


^^m 


&c. 


W- 


Further,  a  repeated  or  tied  note  weak  to  strong,  if  descending 
subsequently  by  step,  should  as  a  rule  be  regarded  as  a  sus- 
pended discord,  especially  if  a  bass. 


Ex.  80. 


^ 


j^-m- 


n 


^^- 


j. 


et 


EB 


1    ^      J. 


&c. 


^u=^ 
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20.  Suspensions  are  useful  as  a  means  of  avoiding  bald 
harmony,  and  of  keeping  up  movement,  specially  in  intermediate 
cadences, 

Ex.  81. 


tr-r 


-jS- 


'f=T=f 


€3   • 


poor 


-S>-r- 


m         *- 


i 


I L 


i  1 


S 


-e>-T- 


better 


-f^>-. 


A. 


m-. — »^^ 


? 


^ 


Exercises. 

(i)  Prepare  and   resolve  the  following  suspensions  down- 
wards (4  parts) : 

(«)  (6)  (0  (rf)  (0 


r^- 


:a^zizr::=^c? 


1S=2' 


p± 


1221 


(/) 


's:) 


{h) 


(') 


^^ 


-C2_ 
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(2)  Prepare  and  resolve  the  following  suspensions  upwards : 

(«)  (*)  W  id) 


$ 


i^m 


m^ 


^9- 


(3)  Prepare    and    resolve    the    following    suspensions    on 
different  positions  of  the  same  chord,  or  on  different  chords : 

I 


-J- 


:ct 


Sfefc 


-J- 


-J- 


— I — 


(4)  Ornamentally    resolve    the    following    suspensions    in 


various  ways 


(6) 


(c) 


r^r 


j=^. 


— r- 


(rf) 

— I- 


■ti^ 


I^SEfE^ 


:t=J 


J-^- 


iq: 


(5)  Prepare   and  resolve    the   following  double  and   triple 
suspensions : 

(a)  (b)  (c)  (d)  (e)  (/) 

==^  r  I  I  I 


-1 


W^^ 


t:£g— ^^ 


1^^ 


^ 


^i 
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(6)  Resolve  the  following  (a)  as  suspensions,  (b)  as  appog- 
giaturas,  in  each  case  using  a  chord  to  precede  the  combination  : 

(a)  (6)  (0  id) 


P 


^- 


mz 


(0 


i 


(/) 


(^) 


(A) 


ic^- 


_Q_ 


_Q_ 


:23: 


m 


(7) 


i 


Add  parts  for  A.  and  T.  to  the  following  cadences : 

(6) 

.         .         ,  -n l^-J ^-'=^ — f**l — h-i 


4 U-^- 


^ 


iHqB 


te^ 


ic) 

P_J 1..^ ^ 

— 1  \r-i\ 

<.d) 

-J- 

r-^ 

p-J — \' 

r^— ^ 

??=^ — 

C2 C2 ^  _ 

I-P--<!U 

_C-? o_ 

€> 

^^- 

-^        & 

o 

o 

— o — — 

CJ 

-1 — 

,.,    . 

(0 


(/) 


ici: 


rJ        ^- 


S 


^ 
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^-^ 

— <5> 

-^      1 
r-O— 

J          1 

r-> 

w    ^ 

P?        —\ 

'-=\ 

•7 

^oV 

1  (*;  •     r:> 

0 

(8)  Add  to  the  following  basses  parts  for  S.  A.  T. 

(a) 


-S^^z 


^fe^; 


i^zzizit 


3^ 


m^ 


m 


^ 


(6) 


i& 


-* — p= 


:c^: 


:^i±9l: 


S 


(9)  Harmonize  the  following  for  S.  A.  T.  B. 


£E^j^g^g|^;£ 


ii>) 


?3E 


^^:^J^jE 


e=]^ 


=t: 


zM^i^z 


i=E: 


g^E^|g.^g^^^B 


(0 


^^^g^^il 


± 


?3^ 


(10)  Add  parts  for  A.  and  T.,  introducing  some  suspensions 
in  these  parts  ;  figure  the  result : 
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(«) 


P^ 


ici 


g^^ 


^i^ 


S^ 


f=F 


t— t- 


?2:i=rp2 


t?2: 


=i3, 

^- 

P~ 

H — ^ 

P^ 

rJ-J^n 

,     1     „ 

"^ 

1-* 1 

^i,    • 

— • 1 

— 1 

r^ 

-r — 

=^= 

_P3 

A 

— «9 

-^^9--f — 1 

' 

^ — 
1 

h — 

-1 

(• — 
1 

zt= — : 

(ii)  Add  parts  for  S.  A.  T.  in  accordance  with  the  figures: 


W^ 


*: 


a^^Eg 


jPtL 


2± 


9    8  6    5  9    8 

4    3 


6  7      6         6    7 

5      6         4    3 


(«) 


Sili^ 


5^* 


6         4       3 


6        4        3       9 


^^ 


tt: 


_Q :; 


6    7  4    3 

4    3 


^J^ 


5=4: 


li^^ 


■^^ — I 1& 


2       — 


6     4        5       — 
2        2       — 


6  5 

7  - 


(rt)  See  Ex.  75. 


CHAPTER  VII 

THE   CHORD   OF   THE    DOMINANT   NINTH 

I.  If  the  diatonic  ninth  from  the  root  be  added  to  the  chord 
of  the  dominant  seventh,  the  resultant  combination  is  called  the 
chord  of  the  dominant  ninth. 


Ex.  82. 


i 


w 


~C2Z 


m 


"IB" 


In  the  chord  of  the  dominant  seventh,  the  seventh  displaces 
the  root  and  resolves  upon  another  chord. 

Ex.  83. 


^ 


r 


m^^ 


But  the  ninth  can  displace  the  root  or  third  ;  and  if  it  dis- 
place the  root  it  can  resolve  while  the  chord  remains,  or  upon 
another  harmony.  When  the  ninth  resolves  while  the  dominant 
harmony  remains,  it  is  merely  an  appoggiatura,  or  suspension. 
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Ex.  84. 


Tr  r  TY  rn* 


i 


J.  A    J.  iA 


s: 


When  the  ninth  is  resolving  on  to  the  root,  the  root  should 
only  be  sounded  against  the  discord  if  in  the  bass. 

When  resolving  on  to  the  third,  this  factor  (the  third)  should 
not  be  sounded  against  the  ninth. 

These  cases  do  not  require  further  consideration  here,  as  they 
are  not  examples  of  true  chords  of  the  ninth.  They  are  merely 
embellishments  of  dominant  sevenths.  The  minor  ninth  may 
be  thus  used  in  the  major  key.  The  major  ninth  may  only  be 
used  in  the  minor  key,  as  at  (a). 

2.  When   the   ninth    resolves  downwards  one  step  on  to  a 
different  chord,  we  get  a  true  chord  of  the  ninth. 
Ex.  85. 


* 


-g- 


■m 


w 


W- 


w^ 


Here  the  ninth  displaces  the  root,  but  resolves  on  to  it  with 
a  different  harmony. 

The  major   ninth   must   be   sounded  above  the  third.     The 
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minor   ninth   is   used   in   both   major   and    minor   keys,  being 
chromatic  in  the  former.     The  fifth  of  the  chord  is  omitted  in 

four  parts. 

Ex.  86. 


i 


-J-^  J      I  ,.     !    j: 


g^a^p^ 


3=i 


I  bad  I 

jl    J. 


^=E 


EfEB 


3.  The  dominant  ninth  may  also  resolve  into  a  secondary 
seventh  on  the  sixth  degree  of  the  scale  (raised  in  the  minor 
key),  if  the  secondary  seventh  resolve  into  a  dominant  seventh. 


4.  Inversions  of  the  true  dominant  ninth  (e.g.  with  the  root 
present,  and  the  ninth  resolving  on  to  a  new  chord)  are  so  rare 
as  to  be  negligible  in  elementary  work. 

When  the  root  is  absent,  the  chords  are  those  of  the  leading 
seventh  and  diminished  seventh  (see  Chapter  II). 

5.  The  approach  of  the  interval  of  the  ninth  by  similar  motion 
between  extreme  parts  is  poor  if  when  resolving  downwards  the 
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substitution  of  the  resolution  produces  bad  exposed  octaves,  of 
actual  consecutives. 


Ex.  88. 


6.  No  two  parts  should  proceed  in  similar  motion  from  7  to  8 
or  from  9  to  8. 

Ex.  89. 


T 


^^^ 


J.-^ 


1 


7.  The  chord  of  the  diminished  seventh  is  derived  from  the 
dominant,  and  is  often  classified  as  a  dominant  minor  ninth  with 
the  root  omitted.  It  consists  of  the  major  third,  perfect  fifth, 
minor  seventh,  and  minor  ninth  from  the  dominant  root.  By 
altering  the  names  of  one  or  more  of  the  sounds  forming  it, 
inversions  of  diminished  sevenths  in  other  keys  are  produced. 

Thus,  starting  with 

Ex.  90. 
KeyC. 


i 


B  being  the  third  of  the  root  or  fundamental,  we  can  make  B 
the  fifth  of  E,  the  seventh  of  C  sharp,  or  the  ninth  (Cb)  of  Bl?. 


Ex.  91. 


(I) 


THE  DOMINANT  NINTH 

(2)  (3) 
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(4) 


i 


Roots  G 


-e- 

E 


« 


is 


o 
CJ 


(i)  is  the  ist  inver.  of  dominant  minor  ninth  in  C  or  C  minor. 

(2)  „     2nd         ,,  „  „  „  A  or  A  minor. 

(3)  »     3i"d         »  n  »  »;      F|  or  F|  minor. 

(4)  n      4th         „  ,,  „  „      El?  or  E^  minor. 
Such  changes  in  notation  are  called  Enharmonic. 

This  chord  can  thus  be  approached  as  being  the  dominant 
diminished  seventh  of  one  tonic,  and  be  quitted  as  that  of  another 
producing  modulation.  The  notation  of  the  key  approached 
should  be  used. 

Ex.  92. 


C  major  to  A  minor.      C  minor  to  Eb  major. 

Modulation  to  remote  keys  by  this  means  is  not  smooth  in 
effect. 

8.  In  referring  to  dominant  ninths  the  following  abbreviations 
will  serve : 

(a)  dominant  major  ninth,  V7. 
{b)  „         minor     ,,      V^^. 

9.  Examples  84,  86,  and  87  should  be  used  as  ear-tests. 

10.  Exercises. 

(i)  Precede  and  follow  the  given  chords  by  other  appro- 
priate harmonies,  treating  the  given  chords  as  (a)  dominant 
seventh  with  suspended  root,  [b)  dommant  seventh  with  appog- 
giatura  of  the  root,  {c)  real  dominant  ninths,  resolving  directly 
into  new  harmony. 


70 


(«) 


THE  CHORD  OF 

(6)  (c) 


CC^  o- 


izz: 


22; 


(2)  Add  parts  for  A.  and  T. ;  figure  the  result 


i 


s 


P 


f=F^=P^ 


^  •     d 


:|*= 


^i3^ 


4=^^ 


rr^ 


T 


:te.=M 


pg^S 


-T^- 


1 


g^ 


i 


:^ 


#=*- 


^i 


:P=r 


^^ 


^gz^^_r--q^ 


i 


^ 


aizii--*: 


^^ 


^=1^=^ 

^^^=1= 


^ 
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(3)  Harmonize  the  following,  using  : 

(a)  Suspended  ninths,   (b)  appoggiatura   ninths,   (c)  ninths 
resolving  on  to  different  harmony  as  indicated  [a),  (Z>),  [c). 


(a) 


P 


tf 


(6) 


P-*- 


EEeES 


-4^ 


Jt=^ 


iH: 


3fZ*I 


3^ 


(*) 


tsm^^^^^^^ 


(4)  Add  parts  for  S.  A.  T.,  introducing  examples  of  ninths  at 
the  points  indicated  : 


"^^^^^^^ 


i^ 


Zjdr=^-. 


(5)  Resolve  the  following  chord  in  F  major 


i 


-bo- 


M 


^ 


Making  the  necessary  changes  in  notation,  resolve  it  in  {a)  D 
minor,  {h)  B  minor. 


CHAPTER  VIII 


THE   DOMINANT  THIRTEENTH 


I.  There  is  nothing  that  need  be  catalogued  as  a  chord  of  the 
dominant  eleventh.  For  in  using  the  fourth  (eleventh  as  a  com- 
pound interval)  from  the  root  over  a  dominant  seventh,  the 
fourth  must  resolve  a  step  upwards  or  downwards  while  the 
rest  of  the  chord  remains.  It  is  therefore  either  a  suspension 
or  an  appoggiatura  : 

Ex.  93.  (o) 

' — 1— J- 


i 


^f2L 


J- 


'-^ 


{a)  It  would  be  extremely  harsh  to  sound  B  against  C  at 
(a) :  hence  two  appoggiaturas  are  used.     Compare  : 

Ex.  94. 


The  fourth  of  the  dominant  chord  may  of  course  decorate  the 
chord  of  the  ninth  as  well  as  the  seventh,  or  the  plain  common 
chord. 
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Ex.  95. 
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^ 


^^ 


r 


lUp: 


zpz 


I 


=tz 


b9      — 
7       — 


2.  Just  as  the  eleventh  is  a  temporary  displacement  of  the 
third,  so  the  thirteenth  displaces  the  fifth.  It  must  not  be 
sounded  below  the  seventh  because  of  the  ugly  effect. 

Ex.  96. 

(«)  {b)  (0  (d) 


i 


=n=& 


-C^. 

g 


J. 


At  (a)  the  thirteenth  decorates  the  dominant  common  chord. 
At  (b)    „  „  „  „  „        seventh. 

At  (c)  and  (d)  the  first  and  last  inversions  of  the  dominant 
seventh  are  thus  decorated.     The  second  inversion  is  rare. 


Ex.  97. 


=J: 


J-  J. 


^ 


-r: 


This  is  really  VII  b. 

As  the  chords  of  the  leading  and  diminished  seventh  are 
derivatives  of  the  dominant,  it  will  be  convenient  to  catalogue 
here  a  similar  decoration  of  them. 
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Ex. 


i 


-xii 


'-^ 


te=i 


2i: 


m 


J. 


u 


_Ql 


J-      A       ^ 


T2i 


=F 


^ 


g 


The  minor  thirteenth  can  be  thus  used  only  in  the  minor  key, 
and  the  major  thirteenth  only  in  the  major  key. 

3.  But  the  thirteenth  becomes  a  true  factor  of  the  chord  when 
the  above  resolution  is  omitted,  though  mentally  understood. 
In  this  case  the  thirteenth  leaps  down  direct  to  the  root  of  the 
tonic  chord,  or  any  chord  of  which  this  note  is  a  factor  (cf.  Pt.  I, 
D.  99). 

Ex.  99. 


m 


z^^&H 


-| — r 

I 

-P—t 


2^1 


^ 


IJZ- 


13 

6 

7 

7 

5 

1 

(or  7) 

4 

2 

6 

By  this  principle  of  elision  of  resolution  this  discord  may  be 
added  to  the  chords  of  the  leading  and  diminished  seventh  (dis- 
placing the  third  from  the  leading  note). 
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Ex.  loo. 
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i 


— izt 


i=d=.=J 


3^ 


ci: 


=P=^ 


A 


^ 


-=P2- 


W^- 


ti=p^ 


_^3I 


_C^_^^ 


±z 


<j    -"g- 


5=p: 


4.  Sometimes  the  thirteenth  remains  to  be  a  part  of  the  next 
chord  : 

Ex.  loi. 


* 


T 


:g: 


This  is  intelHgible  when  it  is  remembered  that  it  is  merely 

a  condensation  of 

Ex.  102. 


m 


j=i 


331 


5.  A  cnromatic   raising  of  the  fifth  of  the  chord  is  usually 
catalogued  as  a  thirteenth,  being  regarded  as  false  notation  for 
the  flattened  sixth  (cf.  Pt.  I,  p.  96). 
Ex.  103. 


idq=J: 


mM 


J. 


This  view  obtains  some  support  from  the  fact  that  in  the 
minor  key  the  raised  fifth  would  not  be  written,  as  it  has  to 
remain  stationary  as  the  third  of  the  tonic,  or  else  it  must  fall. 
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Ex.  104. 


w 


^ 


S^ 


EE 


gJ U—cJ^ 


!    J- 


Thus  it  is  said  that  the  dominant  minor  thirteenth  can  be 
used  in  the  major  key  if  rising.  The  particular  view  taken  is 
immaterial.  The  exposed  octaves  at  {b)  are  allowable,  because 
El?  is  merely  a  displacement  of  D. 

6.  The  second  inversion  of  the  dominant  thirteenth  is  not 
used,  as  the  thirteenth  against  the  fifth  is  extremely  harsh.  The 
last  inversion  is  not  used,  as  the  thirteenth  below  the  seventh  is 
also  harsh. 

Ex.  105. 

'  t4  ' 


^- 


m 


:c^~n 


FpEEpEB 


A 


The  fourth  inversion  is  only  used  with  the  minor  ninth, 
major  ninth  should  not  be  sounded  below  the  third. 
Ex.  106. 


The 


P 


cA 


I^IZIIC^ 


f^f=r 


m 


u 


-e»- 

::pz 


^ 


7.  The  following  abbreviations  will  serve  for  these  chords 
Dominant  major  thirteenth  V  ^7. 
,,  minor         ,, 


V^% 


orVj. 
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8.  The  following  examples  of  combined  appoggiaturas  or 
suspensions  resolving  into  dominant  harmony  should  be 
memorized.     Alternative  analyses  are  given. 


Ex.  107. 

(X) 


(2) 
I- 


(3) 


(4) 


ES^? 


±Z^ 


— ^-^ G>- 


Et 


m 


i^q: 


^^T 

^5=^^^=^=-^^ 


JS 


(i)  (a)  dominant  thirteenth  with  eleventh. 

{b)  double  appoggiaturas  or  suspensions  of  fifth  and  third 
of  dominant  seventh. 

(2)  {a)  dominant  thirteenth  with  ninth. 

(6)  Upward  and  downward  resolving  suspensions  or  appog- 
giaturas of  the  third  and  fifth  of  dominant  seventh. 

(3)  {'A  Incomplete  dominant  thirteenth  with  ninth  (a  true 
dominant  discord  should  contain  the  seventh). 

(Z»)  Appoggiaturas  of  the  third  and  fifth  of  dominant  seventh. 

(4)  As  in  (2). 

9.  As  the  resource  discussed  is  merely  a  decoration  of  the 
dominant  common  chord  and  seventh,  it  will  be  obvious  that  the 
usual  place  for  its  employment  will  be  either  (a)  at  the  start  when 
it  is  necessary  to  establish  the  key,  or  {b)  at  the  end  of  a  sentence 
where  a  full  close  is  desirable,  or  (c)  at  intermediate  places 
where  a  new  key  has  to  be  established  (a  new  V  to  I  with  I  or 
both  V  and  I  in  inverted  positions). 

10.  Ear-tests. 
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^E 


TZ-Z^ — & — ^ 


i — '-t 


:^- 


znzi—: 


-Q. 


jCL 


T 


T 


tjM 


:a=i: 


|: 


22: 


^ 


-S>-IfP2= 


! 


C22I 


-I — r 


-?2: 


I  1 


The  above  should  also  be  transposed  into  the  key  of  the  tonic 
minor. 


i 


r 


T=t 


-T^         g> 


•Ql- 


:?z: 


~£3I 


:e2: 


i 


e^ 


-rj — e>- 


■p>     ?3       p^ 


S>- rj ^5^ 


7^ 


^^ 


-C^- 


^-=1=^= 


J-.^-*-J- 


T 


p^^ : :  =tH-h-=»r-::-| ::  z^sEj^^SEf^Efl 

F — P=-^^ — " ' ^ ^°-t-^-t 1 — ^"^p-^ 


te 


J 


1 


1-^ — ^-r- 


?3: 


lesi: 


^n^cirz^: 


-r—^-r 


■.k=^i 


J^-. 
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P 


--M 


izx2z:^ 


-^ 


-■^ 


j 1 


m 


w 


—ri—r^-n- 


^ 


-pi 


^ 


J- 


r 


W' 


:S: 


-ci 


-J 


1 


* 


Use  also  examples  in  paragraph  8. 

Exercises. 

(i)  Precede  and  follow  the  given  chords  by  other  appropriate 
harmonies ;  treat  any  discords  higher  than  the  seventh  as 
suspensions  or  appoggiaturas. 

(a)  (6)  (c)  (d)  (e) 


¥--- 


-jdz 


J- 


E^: 


-<::r 


1 


(/) 


{g) 


P 


(i!SSi=i=i: 


{h) 


(0 


'^ 


zcL 


-c?- 


# 


jCT. 


'SZ. 


i^q: 


(2)  Precede  and  follow  the  given  chords  by  other  appropriate 
harmonies  ;  treat  discords  higher  than  the  ninth  as  suspensions 
or  appoggiaturas. 


8o 
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(a)  {b)  (0 


^^^ 


:i2^^^=EE^ 


(3)  Precede  and  follow  the  given  chords  by  other  appropriate 
harmonies,  treating  them  as  true  chords  of  the  thirteenth. 

(«)  {b)  (c)  (d) 


te 


^i=g= 


(^) 


(/) 


U) 


$ 


g^^li^ 


^ 


te 


(4)  Harmonize  the  following,  introducing  the  resource  dis- 
cussed in  this  chapter  (S.  A.  T.  B.) : 

(«)    


I 


^ 


S333Hg 


:^ 


-trzrt 


:l:: 


(*) 


i^Si 


^^^^^ 


:rz=q: 


iS 


3^=?: 


(0 


^S^^ 


m 


3 


^: 


i 


# 


:fc=b: 


±: — 1-- 


:?3- 


:?3= 
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8i 


{d) 


S3 


:p=p: 


atz*: 


¥ 


^ 


-±i 


tti 


(5)  Elaborate  the  following  with  the  resource  discussed  in  this 
chapter ;  alter  anything  except  the  bass ;  and  figure  the  result : 


-■t: 


-1- 


l=F=f: 


"^■^ 


-3E 


f^ 


li^rsi: 


i 


J.  -J. 


sr 


:*Ei 


r 


(6)  Fill  in  the  harmony  where  omitted ;  figure  the  result : 


&«^ 


h=q=P 


s     s 


— r 


TPI *- 


-J- 


:p: 


W 


1^^^. 


i 


@ 


?^ 


g^ 


(7)  Harmonize  the  following  basses  for  S.  A.  T.  B.,  using  the 
various  resource  discussed  at  the  points  indicated  : 


^ 


^S 


32/: 


HPI^z^^^j^^ 
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(8)  Add  in  the  blank  spaces  chords  of  the  dominant  seventh 
and  ninth  with  appoggiatura  of  the  third  resolving : 


fe3p.-i 


i 


m 


4c 


S 


(see  Ex.  95.) 

i 


^ 


A 


:?2: 


A 


pii 


s 


0^    m 


(see  Ex.  95.) 
I 


-« « , =f2L 


;tt 


(9)  Add  in  the  blank  spaces  chords  of  the  dominant  seventh 
with  appoggiatura  of  the  fifth  resolving  (see  Ex.  96) : 

J: 


EB 


!!=*: 


^  i 


^ 


19 


B^ 


p 


IJ*! 


J.    -i 


fe%!: 


(lo)  Add   in    the   blank   spaces   chords    of  the    leading    and 
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diminished  seventh  (with  third  from  leading  note  displaced  and 
resolved  while  the  chord  remains) ;  see  Ex.  98 : 

>|— 1-1=  I       ^q;lL— ^ 


r 


i: 


6Ee: 


=c^=n 


-jor=::. 


— r 

(11)  Add  true  chords  of  the  thirteenth   in  the  blank  spaces 
(see  Ex.  99) : 


II 


S 


S 


r 


Pf=r=T 


3:^: 


r 


@6£ 


^ 


-r 


(12)   Ditto  with  addition  of  minor  ninth  (see  Ex.  100): 

I         1 

-1 — rr 


rfe 


Y 


\^- 


-*=BE 


J- 


=^ — D 


:^z=i2z: 


-t 1- 


r 


(13)  Write  original  examples  introducing  the  dominant  seventh 
with  sharpened  fifth  (major  keys);  see  Ex.  103  : 

(14)  Decorate  the  dominant  chords  as  in  Ex.  107  : 


* 


ffi* 


I 


'-^^. 


~^' 


ES 


A 


:p:ii) 


A. 


V 

I 


P 


r 


^m^m 


r 


r 


F   2 


CHAPTER   IX 


ADDITIONAL  EXERCISES 

1.  It  is  advisable  to  have  various  types  of  problems  in  order 
to  get  familiar  with  the  resource  of  harmony  and  the  different 
demands  made  upon  the  capacity  of  the  student.  Further,  it  is 
a  bad  plan  to  adhere  to  one  type  of  question. 

2.  I.  Figured  Bass,  {a)  This  is  the  least  useful  type  of 
question,  as  it  settles  the  chord  progressions.  All  therefore  that 
the  student  can  do  is  to  attempt  to  write  a  melodious  soprano 
part  and  correct  inner  parts.  Care  should  be  taken  to  vary  the 
pitch  of  the  soprano,  so  as  to  avoid  dullness.  The  part  should 
rise  to  at  least  one  climax,  and  particular  care  should  be  taken 
to  make  the  cadences  satisfactory  in  their  arrangement.  The 
cadences  at  the  end  of  the  second  and  fourth  phrases  require 
the  effect  of  finality.  Therefore  the  root  of  the  final  chord  of 
the  Full  Close  should  as  a  rule  be  in  the  top  part.  In  other 
cases,  where  a  note  is  common  to  the  two  chords,  it  should  not 
be  repeated  in  the  melody.     Exceptions  will,  of  course,  occur. 

Ex.  1 08. 


P 


--^^ 


poor 


good 


W 


& 


Melodic  tautology  should  be  avoided. 


Ex.   109. 

0          1           1         -J 

1 r 

U 

1        -^ 1 — n 

frh       rj. — .         -^ 

0 

|0 

-'-^—^       ^-^       ■ 

\^^       ^-^        0        0         —        1 

v^       y^       \^       ^-.      w 

*/       1            1             1 
bad 

1 

1 

1 
1 

1       1       r 

good             1 

J-  ^'-  -J- 

?n !^ — n 

fc>)-  p — n — f^ — 1 

-f^ 

-^^ — H — 1 — V 

-^^— ! p L I 

J \ ^ \ 
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(b)  Similarly,  an  inelegant  part  caused  by  the  juxtaposition 
of  two   notes  of  the  same  name,   one  of  them  chromatically 
altered,  may  be  avoided  by  a  redistribution  of  the  parts. 
Ex.  no. 


I 


=1 


d: 


S 


: Q gj- 


S 


J: 


^ 


poor 

-P — «- 


:t=t: 


-g--te- 


^ 


(c)  As  it  is  an  examiner's  aim  to  find  out  a  student's 
knowledge  of  chords,  he  will  naturally  include  chords  that 
require  special  treatment.     In  this  connexion  bear  in  mind  : 

(i)  Cases  in  which  the  seventh  in  the  dominant  seventh  may 
rise; 

(2)  The  treatment  of  diminished  and  augmented  triads  in  root 
position ; 

(3)  The  dominant  major  ninth  must  be  sounded  above  the 
third  unless  resolving  while  the  chord  remains :  it  must  be 
sounded  above  the  third  in  the  chord  of  the  leading  seventh ; 

(4)  The  thirteenth  must  be  sounded  above  the  seventh  ; 

(5)  Special  treatment  of  some  diatonic  sevenths ; 

(6)  The  use  of  the  melodic  minor  scale  in  harmonization. 

(d)  It  is  unfortunate  that  in  the  system  of  figuring  a  formula 
may  mean  one  thing  at  one  time,  and  another  thing  at  another. 
But  an  examiner  seizes  on  this  to  test  the  candidate's  knowledge. 

(i)  7  generally  implies  5.  But  when  followed  by  a  6  on  the 
same  bass  note  it  implies  a  suspension  of  the  root  of  a  chord. 


Ex.  III. 


^ 


LJ: 


^^^^=m 


-2=1 


1      r, 
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(2)  *  if  resolving  into  a  6  on  the  note  below  means  4 . 

When  followed  by  a  note  below,  with  horizontal  lines  after  the 
figures,  it  implies  a  suspension  or  appoggiatura.  When  the 
bass  leaps  from  |  and  does  not  resolve  on  the  note  below, 

2  implies  two  passing  notes.     4  in  a  similar  case  implies  three 
passing  notes. 


Ex.  112. 


i 


^^ 


l=A 


33^^ 


P 


m-. 


J 


^:3 


-©Q. 


T=F 


-?^—<s>- 


1221 


X, 1- 


12^=^: 


"Cr 


4      — 

2      — 


(3)  f  may  imply  the  chord  of  the  \  or  two  unessential  notes,  or 
the  incomplete  dominant  thirteenth,  or  a  retardation. 


Ex.  113. 


^^dEE 


s 


^=i 


s 


23: 


r 


i= 


5  6 

3  4 


-p 

— j— 

rJ 

c> 

^-TT ^ 

^^ — ^7— 

J- 

-^ 
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Such  figuring  as  the  following  may  trap  the  unwary 

Ex.  114. 


I 


.    good 

:?3— — gzz 


bad 


221 


-.^u.U^ 


-^ 


7  — 

5     6 


(e)  Sometimes  the  essential  figuring  only  is  given  and 
students  are  required  to  put  in  their  own  unessential  notes — 
passing  and  auxiliary  notes,  appoggiaturas,  suspensions,  &c. 
Care  must  be  taken  to  obtain  a  fair  distribution  of  them  between 
the  parts,  and  not  to  overload  any  single  part  with  them. 
Ex.  115. 


6  7  •  J 

If  the  bass  give  any  indication  of  any  figure,  it  is  better  to  try 
to  use  it  in  the  added  parts. 

Ex.  n6. 


g=r=Lff 


But  care  must  be  taken  to  vary  it  and  give  it  a  rest,  to  prevent 
its  degenerating  into  a  tag. 
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(/)  In  all  problems  in  music  always  look  ahead.  If  the 
bass  move  up  to  a  high  note,  the  soprano  should  usually  come 
down  to  meet  it,  or  at  any  rate  get  into  position  so  as  to  avoid 
overlapping. 


Ex.  117. 

1 

=^ 

1- 

1 

7]    5=ri-^-H 

#--g- 

r 

poor 
1 

r 

_p_-j u 

good        ! 
-f3-     '&- 

-^T-^ ^^T- 

-^ ttH \ 

— p-«— 

-i — 

1 1 

-r-[-j — u 

{g)  Whether  the  bass  be  figured  or  not,  the  student  should 
see  if  it  contains  any  sequential  passages.  If  so,  the  soprano  at 
any  rate  should  also  be  sequential  in  conjunction  with  the  bass. 
Further,  if  the  bass  of  two  phrases  starts  or  ends  in  a  similar 
manner,  it  is  intended  that  the  soprano  should  likewise  exhibit 
statement  and  response. 


Ex.  ii{ 


2^ 


^. 


Sequence 


M^^ 


4^ 


:^ 


-^: 


A 


S 


Beginning  of  first  phrase 


i 


^: 


J-. 


m 


'^1      .ci- 
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* 


^ 


w=r^ 


-m 


J 


m 


frrnr=--m 


Ending  of  one  phrase  : 


i=J:^ 


J- 


zct 


^^6 


=P2_ 


J. 


^ 


Ending  of  another : 


I 


^^^^^ 


m 


fT^r — r 


'^ 


g 


Si 


r 


It  is  often  quite  good  to  introduce  in  the  response  some  little 
variation  from  the  original  statement.  But  there  is  no  harm  in 
the  exact  reproduction  of  a  section  either  in  the  same  or  a  new 
key  in  the  course  of  the  problem. 

3.  II.  Unfigured  Bass.  This  leaves  the  choice  of  harmony 
to  the  student,  and  demands  also  the  formation  of  a  good  melody. 
The  various  points  to  be  remembered  have  already  been 
discussed  under  other  headings. 

Two  common  faults  should  be  specially  noted  : 

[a]  If  the  bass  have  a  repeated  or  tied  note  weak  to  strong, 
the  note  on  the  strong  accent  must  not  be  treated  as  a  concord, 
but  as  a  discord,  if  moving  one  step  downwards. 


go 
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Ex.  rig. 


m 


^W-         T^ 


3 


3t=f: 


^fc 


-jzt. 


^ 


rr 


3«=^ 


(b)  Beware  of  using  a  six-four  on  the  strong  accent,  unless 
resolving  into  a  3  or  its  equivalent. 
Ex.  120. 

-j_^ t-T^^^      M    u      !  I   J U-h^L—J-n   J  I   J      J  I     ! 


f 


f=T 


P 


bad 


I        I 
weak 


good 


good 


good 


m: 


I     ^  I       ] 


#--• 1 P^-« a 1 r- 


4.  III.  Harmonization  of  Melodies.  This  tests  the  sense  of 
harmonic  progression,  and  the  power  of  forming  a  good  bass. 
The  student  should  look  up  Chapter  V.  Many  of  the  points 
mentioned  there  are  applicable.     Add  : 

(a)  A  repeated  or  tied  note  weak  to  strong  should  have  the 
harmony  changed  on  the  strong  beat.     At  a  cadence  this  is  vital. 


Ex.  121. 


* 


— 4- 


Stat 


W- 


J- 
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{b)  If  the  repeated  note  fall  one  degree,  direct  or  ornamen- 
tally, it  is  usually  a  suspension. 


Ex.    122. 


Jo^J: 


•p  o 


^ 


W^ 


Ep^E-f: 


3 


-^     J 


^ 


JU 


J 


:?2: 


(c)  If  a  melody  is  sequential,  aim  at  reproducing  the  sequence 
in  the  added  parts. 

Ex.  123. 


^M=d=j=lJ=q=j-j-1-i 


(rf)  Be  careful  to  lead  up  to  the  bass  of  the  cadences,  thus 
avoiding  anticipating  them. 

5.  IV.  Given  inner  part.  As  this  type  of  problem  is  more 
difficult,  only  the  easiest  exercises  will  be  given.  To  this  inner 
part  the  remaining  three  parts  must  be  added.  This  tests  at 
one  and  the  same  time  the  power  to  construct  a  good  soprano 
and  bass.  The  given  part  is  the  alto  or  tenor  of  a  simple 
chord  progression  with  the  addition  of  a  few  unessential  notes. 
The  student  should  first  of  all  settle  the  cadences  and  modula- 
tions, then  add  the  bass,  and  finally  the  remaining  parts.  He 
must  never  allow  himself  to  write  dull  harmony  or  a  poor  melody 
because  of  the  uninteresting  nature  of  the  given  middle  part. 

An  example  of  the  type  of  work  is  given  in  the  Exercises. 

6.  V.  Writing  a  sentence  introducing  given  chords  or 
combinations. 

This  type  of  question  tests  the  knowledge  of  the  treatment  of 
various  chords,  and  the  ability  to  use  them  in  a  musical  way. 
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(a)  Note  if  any  chords  are  specially  suitable  for  cadences, 
and  reserve  them  for  these  points.  For  example,  the  six-four  on 
the  dominant,  or  a  suspension  of  the  dominant  chord  over  the 
tonic  note. 

Ex.  124. 


^^S    -7! 1- 1-^       ri 

m^A  «  ^-=fe  M—  -fl 

^  A  A.    A  A  J. 

(?i):  0 ^ f^ 

^^d^ \ in 

(h)  If  any  chords  foreign  to  the  tonic  key  are  given,  make 
the  necessary  modulations  at  the  right  places.  If  the  chord  of 
B  flat  were  given  in  a  problem  commencing  and  ending  in 
C  major,  the  chord  would  occur  in  the  key  of  F  towards  the  end. 

(c)  Be  careful  to  resolve  all  discords  properly. 
For  an  example,  see  pp.  95,  96. 

7.  VI.  Writing  a  sentence  introducing  prescribed  modula' 
tions. 

Look  up  Chapters  IV  and  V. 

Aim  at  some  imitation  in  the  phrases. 

If  there  are  two  phrases,  it  is  well  to  attempt  to  make  their 
openings  correspond. 

If  there  are  four  phrases,  the  second  or  fourth,  or  both,  may 
imitate  the  first  in  their  openings,  and  the  fourth  may  imitate 
the  cadence  of  the  second.  The  third  phrase  usually  subdivides 
into  two  smaller  sections,  and  a  corresponding  portion  of  the 
first  phrase  may  be  imitated. 

8.  VII.  Ground  Bass.  This  is  a  bass  repeated  a  few  times 
but  varied  in  treatment  each  time.  At  the  present  stage  nothing 
but  the  most  elementary  treatment  will  be  required. 

Plan: 

(i)  State  the  bass  alone. 

{2)  First  repetition  harmonized  with  plain  chords  and  a  few 
unessential  notes. 

(3)  Second  repetition  harmonized  with  suspensions  as  charac- 
teristic feature. 
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(4)  Third  repetition  harmonized  with  passing  and  auxiliary 
notes  ;  end  with  tonic  chord. 

In  the  first  harmonization  of  the  bass,  establish  the  tonic; 
in  the  second  and  third  repetitions  use  appropriate  modulation, 
first  to  the  sharp  side  or  relative  key,  and  then  to  the  flat  side. 

9.  Examples. 
Figured  bass. 

Ex.  125. 


i 


^ 


i=g^ 


Sfc 


-f^^ 


A    .J 


-S^ 


A 


J. 


J-  J 


:p- 


r 


ip'- 


m 


l-J-^— 4-*J-,-J 


ti* 


-J—J- 


.d. 


A_J^UA. 


-■^=r 


J2. 


^^ 


=p: 


j4      - 
3      2 


-/r3 

I 
5     C6 


6-7 

4       D2       6 

8 


d. 


3i: 


E^==J=i 


3^ 


'J      -J- 


\^m 


:j-A 


7        6 
4 
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3 


P      o- 


'-¥^- 


tp- 


^^ 


J_i 


H 1 

6         8       7 
6       5 


6      - 

S4      - 

3      2 


g     8 


7 

1       s 


Unfigured  bass. 


Ex.  126. 


iJ: 


-Q-  ^. 


7^" 


J^     ,rJ         J 


35 


^S: 


-«9-=- 


^M? 


^^ 


-I-. 


=f^ 


y    y~1i 


^ 


^tg= 


i 


-<s>-^ 


^l 


^f-^ 


I       1 


^ 


-ci. 


^ 


^J 


P     m    P 
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Melody  harmonized. 
Ex.  127. 


i 


^- 


-^: 


{a) 


aE«3 


tzzs: 


'm 


P^33 


m. 


W^ 


Et^ 


=F=F 


P^i^ 


i" 


J=J=J: 


I 

:?2: 


r 


m 


A 


-r3—- 


^ 


J52- 


r=t 


^F 


^ 


j^=j=j: 


E^: 


5«=Si 


"C3~ 


4^ 


-:gi 


^ 


3fei 


:^J. 


a^^^^ 


-■s 


r 


^nn 


-rm- 


m 


J: 


4==S..J=^i^ 


^=t: 


-(^-^. 


'■^- 


'■^ 


(a)  It    is    common    to    avoid    a    Full    Close    in    the   tonic    by   following   the 
dominant  by  the  dominant  of  the  relative  minor. 

Any  of  the  three  previous  examples  (Ex.  125,  126,  and  127) 
could  be  the  result  of  any  one  of  the   three  types  of  question 
illustrated.     Ex.    125   might  have   been   an  unfigured   bass  or, 
a  melody.     Ex.  126  might  have  been  a  melody  or  figured  bass. 
And  Ex.  127  might  have  been  a  figured  or  unfigured  bass. 
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10.  Similarly,  any  of  them  might  have  resulted  from  the  setting 
of  the  alto  or  tenor  as  the  given  part. 

11.  Again,  Ex.  125  might  have  resulted  from  the  following 
form  of  question :  Begin  as  follows  (bars  1-4  given)  and 
modulate  to  D  minor,  C  minor,  B  flat  major,  and  back  to  G  minor. 
The  others  could  be  re-stated  in  the  same  way. 

12.  Finally,  they  could  all  be  the  result  of  a  question  in  this 
form  :  Write  sixteen  bars  beginning  and  ending  in  the  tonic 
key,  introducing  the  following  chords  in  any  order  appropriate, 
and  making  the  necessary  modulations.  Ex.  127  would  be  the 
result  of  such  a  question,  beginning  and  ending  in  F  major,  and 
introducing  the  following  chords  : 


Ex.  128. 

(0 


i 


(3) 


(4) 


(5) 


=1^ 


zsz. 


jC31 


-O- 


-C2_ 


mk 


1:222: 


izz: 


The  chords  may  be  introduced  in  any  order,  and  in  any  time 
value,  but  with  exact  arrangement  given. 

It  will  thus  be  seen  that  all  the  above  questions  are  merely 
tests  in  different  aspects  of  the  same  thing.  The  result  in  each 
case  must  be  a  piece  of  intelligible  music. 


Ground  Bass. 

Ex.  129. 


Ptt 


r 
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g=£3^-= 


^ddE^ 


w 


^ 


A 


i 


5  i  J. 


f^3^^ 


f — r 


:S=^: 


m^ 


_J — dl< 


J. 


^p^ 


F 


-cr^ 


g 


j^-J-^ 


nj_j, 


£SSJ: 


-f— 1 1 — 


% 


^ 


3^ 


-Q. 


& 


1S 


— I ^ 

This  working  has  been  purposely  made  very  simple  and  in- 
nocuous. It  is  sufficient  at  this  elementary  stage  for  the  student 
to  use  his  material  correctly.  Really  musical  students  would 
probably  produce  something  much  more  artistic.  It  is  given  as 
an  example  of  what  may  be  expected  from  the  average  student. 


Exercises, 
(i)  Add  parts  for  S.  A.  T.  in  accordance  with  the  figures 


Md^ 


3=S 


8  7 
(i  5 
.{    - 


S 


S 


6    5 
i    3 
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g^Ed^Ep^ 


=p: 


--^- 


6      5 

«2    J3 


8     7 
S     - 


5     6 


6      7 


4     3 


-e>-i- 


-1=— ■ 


6    7    6        6 

54    

2    


6    7    6       ,6 

4    \>5 

2    


4        6 
2 


6     7       4     3 
4     3 


This  period  contains  twelve  bars.    There  is  no  necessity  to  main- 
tain a  rigid  pattern  of  sixteen  bars.     In  fact  variety  is  desirable. 
(2)  Add  parts  for  S.  A.  T.  in  accordance  with  the  figures : 


m 


S 


*= 


W 


5      6       6     5 
3      4       4     J 


9      8       8      7 

Maintain  crotchet 
movement. 


^^=^ 


1    «2    4    8 


5-56  5 

3      4        3    4  2 

3    - 


7 
% 


w 


^^^ 


5      6       7      6         6 


6      7       7      6         6 


43    54         3         3b3       3         3—3      4  3         3         3 

2    —  2     - 


3^^ 


-jzr. 


jOr 


56     -  6 

5      4  3         3  3 

3      - 


{3)  Add  parts  for  S.  A.  T.  to  the  following  unfigured  Basses 

(«) 


m^^^^^m 


:=t 


-ri- 


^W=X^W^ 


-xit 


£ 


3 
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W- 


"^  z'" 


=P3: 


'i=^ 


2± 


=P — m- 


fa 


^ 


^!Se 


-Td—*' 


-r>       i-=g 


(6) 


rJ^ 


^^E£ 


S 


£gi£=nj:jzj^^ 


^KiEt 


^ fS>- 


£P^=§ 


^-f^ 


g 


-P=^f=iZ 


:ta:d 


HI 


^SEj^g^^gip^g^ 


:q=e 


t: 


(c)  Maintain  crotchet  movement. 


ijJt-EEg^^FjEp^|Ei=^|g^; 


-© — p: 


(0 


feg^f^^=g 


(0 


mf: 


& 


-ri—\-e> 


(i)  When  a  tied  bass  note  has  been  retained  for  the  whole  of  the  previous 
bar,  the  note  on  the  succeeding  strong  accent  need  not  be  treated  as  a  discord. 

id)  


^t|t-13:zg=3=p=p: 


^ \-G>       rJ 


lir^ZDiiM' 


^^m 


^'- 


r*=S: 


3^ 


)|^^3=5E.*E^ 


;cr 


G    2 
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(4)  Harmonize  the  following  melodies  for  S.  A.  T.  B. : 


(«) 


i 


-P m- 


32: 


E: 


-P'     m- 


(I) 


(I) 


=1; 


--¥^ 


zf—^ 


CO 


i 


q==FS^ 


3=E 


:*=ir 


;q: 


(I) 


(0 
(i)  Maintain  crotchet  movement. 


:a 


32: 


d= 


i 


a=Mt*: 


m 


aaEEE^St 


t: 


e^^^jElja^^ 


:?=if=ti: 


igEe=B352^ 


1^ 


(0 

=M#-i= — ri 

=^^^ 

1 

\. 

i  ■ 

0 

1 

-¥> — ^-4= — 1 

•J                                 ' 

T. — 1 

Gf 

RF=p= 


==Si 


g 


^=F^ 


i 


fi^^ 


(rf) 


^1 


g^^: 


HE^ 
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lOI 


Efeg 


:t= 


±r. 


Z^TZZ 


^^ 


q=it 


-P^ 


;^j 


(5)  Add  the  remaining  parts  to  the  following,  producing  plain 
chord  progressions  with  a  few  unessential  notes : 

(a)     Alto.     (See  foot-note  -Jf .) 

(0 


i=s 


-^=1= 


^'- 


^^=r- 


'cy^~d" 


zzzzzq: 


ctzoiieii^tr 


(i)  Change  the  chord  on  the  accent,  and  regard  F  as  a  suspension. 
{b)     Alto. 


-«s>—ri-\- 


-rj— ^- 


;:=ci: 


=}: 


S'-j  a    -ri-\~&- 


(c)     Alto. 


through  C  minor. 


3^^^Tu^ 


^zi=ci:i=idzz;=ti 


{d)    Alto. 


i^^ 


to  A  minor. 


=1: 


-•-*- 


^^^m 


-&-        -<s>- 


{e)     Alto. 


1=1; 


Hi 


=1=^ 


g:=j^d-^-*tft^±:^- 


-c*- 


-fS-T- 


-o-tjc*-  -'^- 


■)5-  Example  of  type  of  result  required  ; 
Tenor  part  given. 


a 


jg-^. 


p^i 


e 


-pd: 


£j,.J_J..-J 


^p=p: 


i^Zid: 


i^p 


ip 


RNTARin  fY^i  I  n.T  HP  Fnii/MTin 


I02 

(/)     Tenor. 
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-e>-     ^     -&>-                          -?2-    -«2-                             ^     -&-               ^"    -<2_    .^. 

-^^r: — f=- <-^--^ — <S>   ,-g3 1 , ,— >-, #-r   ■    1 <9-T-l 1 —        ■„ 

■f^-l ^ 

-' — r~ 

■■| 



-f^ — 1 — t— 

— 1 i — 

— ' ' — 

(          ' 

' 

{g)     Tenor. 


m-- 


-G—&- 


g 


-<S> O-T-O 


-\     I  - 


(^)    Tenor. 


r^     rr, 

-s>- 

jQ- 

-o- 

r^  b^^ 

-<s>-  -e>- 

hS>- 

-P- 

-<s>- 

/r^i^•     V.                    1 

fzi 

1 

1        1 

1        1    '" 

■   1             1 

((•;•,  p 

1       1 

■  v;^LK             1 

1 

— 2_]? 

" 

(j)     Tenor 


(y)     Tenor. 


4p: 


t= 


:t=: 


-^3-?_. 


If 


d==t 


(6)  Write  eight-bar  sentences,  divided  into  two  phrases  of  four 
bars  each,  introducing  the  following  chords  : 

(rt)   Key  C  major  (no  modulation).     (See  foot-note*.) 


i 


? 


(0 


(2) 


(3) 


(4) 


jCl. 


s 


*  Example  of  type  of  result  required.     (Numbered  chords  given.) 
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(i)  Key  G  major  (no  modulation). 
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^^  "    \ 

0, 

(2) 

— ?^ 

(3) 

-0- 

i^is. 

//^l^  •■fr          <"-> 

(W^Jf 

Vw-'+l 

r-j 

(c)  Key  F  major 

no  modulation). 

<9 

l\^^^-^ 

«r> 

g :: 

(I) 

^^                  S                 T 

(2) 

(3; 
n 

(4) 

i^.- "^ 

rj 

^•^b 

rj 

r:> 

(</)  Key  D  minor  (no  modulation) 

A 

• 

^^-k 

ffy-b <^ 



^'              0 

,,^-. 

rj 

if               <^ 
(I) 

(2) 

(3) 
0 

(4) 
g f. 

^te fr, 

f'        fl 

o 1 

(?)  Key  A  major  (with  modulation). 


i»t 


icz: 


1^21 


(I) 


(2) 


(3) 


(4) 


Efe 


^5fr 


1^ 


(/)  B  1?  major  (with  modulation). 


(0 


(2) 


(3) 


(4) 


^ 
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(g)  Key  C  major  (with  modulation). 


i 


m 


(a) 


(3) 


m. 


-B- 


i^ 


-<s>- 


(4) 


(7)  Begin  as  follows,  and  in  eight  bars  (two  phrases) 
{a)  Modulate  to  A  minor  and  back  to  C. 


-J-,- 


fT" 


J. 


S 


{b)  Modulate  to  D  minor  and  back  to  C  (same  start). 
{c)  Modulate  to  F  major  and  back  to  C  (same  start). 
(8)  Begin  as  follows,  and  in  eight  bars  (two  phrases) : 
[a)  Modulate  to  C  major  and  back  to  A  minor. 


-J-=-^ 


S 


s» 


{b)  Modulate  to  F  major  and  back  to  A  minor  (same  start). 
[c)  Modulate  to  E  minor  and  back  to  A  minor  (same  start). 
(9)  Begin  as  follows  : 


'^^ 


:4=?z 


^ 


f- 


-cL 


1 


|ij 


-ezf  ' 
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and  proceed  thus : 

Bars  5-8,  responsive  phrase  through  B  minor  to  Full  Close  in 
A  major. 
„     9-10,  sub-phrase,  modulation  to  G  major. 
„   11-12,  „  „  E  minor. 

„   13-16,  back  to  D  major. 
(10)  Begin  as  follows: 


-1 * — •- 

-1 — j-- 


3^: 


_J-^- 


^E^ 


:^o P=: 


-^-      U 


:p: 


— r 

Bars  5-8,  responsive  phrase  through  F  major  to  C  major. 
„    9-10,  sub-phrase,  modulation  to  B  flat  major. 
„  11-12,  ,,  „  G  minor. 

„  13-16,  back  to  D  minor. 
(11)  Ground  Basses  (three  repetitions  in  each  case,  in  addition 
to  the  statement) : 


(«) 


mm 


3=E 


:j= 


(fl 


gJpilEpEpEg 


g=£; 


J^l 


(c) 


T=T- 


§pj^-^— ^^it 


:=]:= 


->-&- 


■nq: 


(rf) 


xz:z=;?=q-D: 


m^m^^ 


-f2i:=^zz\z:. 


ei=i\z.ciz=z^--r. 


io6 
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ss 


:S=Je: 


pirjiE^c 


(12)  Add  parts  for  S.  A.  T.,  introducing  unessential  notes 
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(i)  Let  the  upper  parts  move  on  the  accents. 
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(2)  Maintain  crotchet  movement  over  semibreves  in  some  part,  and  imitate 
the  bass  of  the  succeeding  bar.  Crotchet  movement  should  be  fairly  continuous 
throughout. 
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